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DESIGN IN CREATIVE INDUSTRIES & CREATIVE CITIES: THE CASE 
OF ISTANBUL WITH PARTICULAR REFERENCE TO DUTCH DESIGN 
OPERATIONS 
 
SUMMARY 
‗Creative industries‘ and ‗creative cities‘ have been the prominent concepts in the 
last decades, which consider creativity as a source of the economic activities and a 
crucial factor for social development. Creative industries have shown better 
economic performance than many other industries in the last decade in spite of the 
recent economic crisis. Therefore,  they have attracted special attention by many 
governments and policy makers, and they were used as policy tools for economic 
growth and development.  
Creative industries, which use the intellectual property and creativity as the main 
resource and turning them into commercial outputs, have evolved from the concept 
of ‗cultural industries‘, which was first introduced in the late 1930s as a radical 
critique of mass entertainment. While the cultural industries were including the 
commercial entertainment such as film, publishing, broadcasting, music,  visual arts, 
galleries, and museums, the term of ‗creative industries‘ which was first used in 
1990s, was containing the cultural industries plus the functional creations such as 
design, besides crafts, video and computer games, and software. 
Design, as one of the most outstanding sector among the creative industries, plays a 
crucial  role as a bridge between creative  industries and the other sectors in economy 
such as manufacturing. It is considered as the link between technology, creativity and 
the user combining functional and aesthetics purposes. Design plays a crucial role in 
both economic growth and social development. While it contributes to economy in 
micro-level by enhancing the economic performance of individual  firms such as 
diminishing costs, increasing sales and simplfying the production proccesses, it also 
increases the competitiveness of countries, provides high levels of employment, and 
takes an important part in foreign trade. Regarding to social development, design has 
a potential to solve the environmental issues, and it increases the quality of human 
beings‘ lives. 
The increasing importance of creative industries have led cities to enhnace and use 
their creative potential to attract creative people and investment, so the concept of 
‗creative city‘ have came into prominence. These cities  provide the required 
xxii 
environment for development of creative industries and using them for social and 
economic development, by supplying the hard and soft structures; incorporating 
technology, tolerance and talent; and having the potential to deal with future 
uncertainties.  
This study aimed to analyse the Dutch design operations carried out in creative 
industries of Istanbul, mainly in design, fashion and architecture sectors. The 
activities were conducted under the umbrella of Dutch policies on creative industries, 
which includes a purpose of strengthening international orientation and access to 
foreign markets. While analysing the case, the reasons why Istanbul has attracted the 
Dutch creative actors; how do the Dutch creative actors consider Istanbul as a 
creative city, its creative industries and design sector; the Dutch policies on creative 
industries; several projects and programmes carried out in Istanbul under the policy 
programme;  the results, contributions and the prospective contributions of those 
activities in the long-run are tried to be examined. The research method is 
determined as literature research and interview. A set of interviews were conducted 
with the participants and people involved in Dutch design activities who took part in 
different operational levels in the projects. 
The interview results revealed that Istanbul attracts Dutch creative actors due to 
economic, cultural, locational reasons and the opportunities that the city provides for  
Dutch designers, such as its design issues and urban challenges which need to be 
solved. However, the main motive is economic that the Netherlands is in quest of 
opening up to new markets due to the economic recession in Europe. Hence, the 
Dutch creative actors want to enter to the Middle East market. However, for the 
export of creative services,  the culture need to be internalised first, so before directly 
entering to the Middle East, starting from the Turkish market of which its culture is 
more connected to the Netherlands, has became preferable for Dutch creative actors. 
Besides, the fact that Istanbul is a growing economy, it has a huge domestic market 
and increasing purchasing power, it is a free market and has a strong manufacturing 
capacity, have also attracted the Dutch. In addition, the fact that the Netherlands 
seeks to benefit from production capacity of Turkey in the long-run, became a 
motive for Dutch-Turkish collaboration. This collaboration can be regarded as a 
prototype model of a Europe-Middle East cooperation which might be set up as an 
alternative to the hegemony of China in manufacturing sector. 
The interview results revealed that the participants of Dutch design operations mostly 
regard Istanbul as a creative city, since Istanbul embodies several characteristics such 
as its multi-national population, rich historical culture, technology and talent factors, 
cultural and entertainment facilities, creative clusters, growing creative industries, 
strong production capacity, sound cultural and educational institutions. Besides, the 
Turkish culture in which the human interaction is quite strong, provides a major 
potential to enhance creativity by ensuring the flow of ideas within people. On the 
other hand, the employment in creative industries in Istanbul is relatively smaller 
compared to the European creative cities. Tolerance, which means openness to 
diversity, is partly a shortcoming in the city, particularly in the governance level. 
Moreover, there is lack of government policies to support design and creative 
industries and help talents to unleash their creativity. Lastly, a long-term vision, the 
potential to deal with future uncertainties, and strategic planning are lacking in 
governmental level and partly within the Turkish firms. 
xxiii 
Considering specificly design sector, Istanbul provides an incredible source of 
inspiration for designers with its cultural accumulation and a huge production 
capacity for materialising design projects, however the original Turkish design 
identity could not have been created yet. Copying, the lack of the relation between 
industry and design, the lack of creating international Turkish brands, are considered 
as the main problems of design sector. The small manufacturers and production 
capacity of the city allow design  sector a major advantage, however this potential is 
not being used sufficiently for creating local solutions for the local problems and 
creating a sound design culture.  
Regarding the Dutch policies, the Netherlands has coherent policies on design and 
creative industries. They have combined  economy, culture, and politics together, and 
created a reliable policy to strengthen the international orientation of its creative 
industries, mainly the top sectors which are design, fashion, architecture, and to 
access to foreign markets. Turkey was also designated as a focus country under the 
Dutch policy programme in 2012. Therefore, the Netherlands made a serious 
investment for organising several projects in Turkey, particularly in Istanbul region. 
The projects were aiming to introduce Dutch creative industries to Turkey, find 
collaboration partners and create long-term relationships in Turkish creative sectors. 
Many collaborations were set up during the projects, different expertises, know-how 
and different cultural design approaches were shared. During the activities, the 
current problems of Turkish design sector and the problems of Istanbul mainly 
related with its rapid growth were identified and the solutions were tried to be 
created in an integral approach.  
The outcomes of the Dutch projects became effective to a certain extent resulting in 
many collaborations, but certain projects could not create the efficient and expected 
results such as the Dutch Design Desk Istanbul. The reasons of inefficieny of the 
desk can be ranked as the insufficient period of time allocated for gaining its 
financial independency, the fact that the Turkish market is not fully created yet for 
design assignments mainly due to the lack of industry-design relation, and the 
operational and managerial shortcomings. Besides, the strategies of the Netherlands 
which were focusing on establishing primary connections with academics and civil 
society rather than  setting up top level relations such as the governmental level 
connections, have led the Dutch creative actors to lag behind the other European 
countries who followed lobbyst strategies in getting design assignmnets in Istanbul 
like the UK. 
As a  particular case within the activities, the cluster of Dutch industrial design firms 
(Yard 9), which was initiated for Dutch industrial designers to access to and operate 
in the Turkish market collectively, can serve a model for a future policy of Turkish 
government and Turkish design firms who might seek to access to foreign markets in 
the future. There are many advantages of working in a cluster such as learning from 
each other, combining different expertises and enhancing the brand image, which all 
help to reduce the risk of small scale firms to operate in a foreign market. 
Considering the outstanding contributions of Dutch design operations, the Dutch 
activities made an awareness in Turkish society about creative industries; different 
expertise, knowledge and approaches were shared between design actors, creative 
industries were used as tools to create solutions to local problems; the importance of 
the future vision and strategic planning is understood; the activities helped Turkish 
xxiv 
students and designers for their promotions and developments; and the rich culture of 
Istanbul is remarked to create the original Turkish design identity. 
As the prospective contributions of the activities in the log-run, if the Turkish firms 
keep working with Dutch design firms, the Dutch designers might raise the level of 
Turkish design sector and push Turkish designers and the design purchasers to 
develop themselves. Furthermore, the Dutch know-how and vision, might help to 
discover and turn the interesting Turkish projects into real products or services. 
Lastly, the design relation established between Dutch and Turkish partners, would 
gradually reflect on the manufacturing sector in the long-run, and result in an 
increase of trade relations between two countries. 
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YARATICI ENDÜSTRĠ VE ġEHĠRLERDE TASARIM:ISTANBUL’DAKĠ 
HOLLANDA TASARIM FAALĠYETLERĠNE ĠLĠġKĠN VAKA ANALĠZĠ 
 
ÖZET 
‗Yaratıcı endüstri‘ ve ‗yaratıcı şehir‘ tanımları son yıllarda gerek akademik çevrede, 
gerek politika ve iş çevrelerinde giderek artan bir öneme sahip olmuştur. Yaratıcılığı 
birçok ekonomik aktivitenin ve sosyal kalkınmanın kaynağı  olarak gören bu 
tanımlar çerçevesinde, birçok yaratıcı sektörün ekonomiye olan katkısı ölçülmeye ve 
bu sektörlerin gelişimi için çeşitli politikalar oluşturulmaya başlanmıştır. 
Fikri mülkiyet hakları ve yaratıcılığı temel kaynak olarak gören ve bu kaynakların 
ticari ürünlere dönüştürülmesi anlamında kullanılan ‗yaratıcı endüstriler‘ tanımının 
oluşumu, 1930‘lu yıllarda kitlesel eğlence araçlarına karşı bir radikal eleştiri olarak 
ortaya çıkan ―kültür endüstrileri‖ tanımına dayanmaktadır. Kültür endüstrileri film, 
yayıncılık, radyo ve televizyon, müzik, sanat, galeriler, ve müzeler gibi ticari 
eğlenceye yönelik sektörleri kapsarken, ilk olarak 1990‘lı yıllarda kullanılmaya 
başlanan ‗yaratıcı endüstriler‘ tanımı, kültürel endüstrilerin yanısıra tasarım gibi 
fonskiyonel değeri olan sektörler ile el sanatları, yazılım, video ve bilgisayar oyunları 
sektörlerini de içermektedir. 
Tasarım, estetik ve fonksiyonel değerleri birleştiren,  yaratıcı sektörlerin önemli bir 
alt dalıdır. Kültürel endüstriler ile, imalat sanayi ve servis sektörü gibi ekonominin 
diğer sektörleri arasında bağlantı kurar. Tasarım; sanat – teknoloji, inovasyon – 
sanat, üretim - son kullanıcı, pazar talepleri - firmanın teknolojik kapasitesi gibi 
bağlamlar arasındaki ilişkiyi yapılandırır. Bunun yanı sıra ekonomik büyüme ve 
sosyal kalkınma üzerinde çok önemli bir role sahiptir. Firma bazında sağladığı 
maliyet düşürme, satışları artırma ve üretim sürecini kolaylaştırma gibi sağladığı 
mikro ekonomik katkıların yanında, ülkelerin rekabet gücünü artırma, yüksek 
düzeyde iş imkanı sağlama, dış ticarette önemli bir yer oluşturma gibi özellikleriyle 
de makro ekonomik olarak ekonomiye katkı sağlar. Tasarımın sosyal kalkınma 
üzerindeki rolü düşünüldüğünde, çevresel problemlere getirdiği çözümler ile 
sürdürülebilir bir kalkınmayı sağlarken, yaşam kalitesini arttırarak insan merkezli bir 
gelişim modeli yaratmaya yardımcı olur. 
Yaratıcı endüstri tanımına olan ilginin giderek artması, yaratıcı şehir tanımının ortaya 
çıkmasını sağlamıştır.  Yaratıcı şehirler, yaratıcı sınıfın ihtiyaçlarını karşılayan sosyal 
ve ekonomik koşulları sağlayarak ve sürekli geliştirerek yaratıcı sınıfı ve ekonomik 
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yatırımları çeken şehirlerdir.  Bu şehirler, kurumları, üniversiteleri, kültürel alanları, 
ulaşım ve sağlık gibi temel altyapılarının yanı sıra insanlar arasındaki etkileşimi 
sağlayan ve bu etkileşim sonucu ortaya çıkan fikir alışverişinden doğacak yaratıcı 
düşünceleri tetikleyen ortamları barındırırlar.  
Yaratıcı şehirler, yaratıcı endüstrilerindeki istihdam oranının fazla olduğu yerlerdir 
ve bazı temel özellikler barındırırlar. Örneğin teknoloji, tolerans (çeşitlilik ve farklı 
fikirlere olan açıklık) ve yetenek yaratıcı şehirleri oluşturan temel faktörlerdendir. 
Florida‘ya göre, bu üç ögenin yaratıcı şehirlerde birlikte bulunması gerekmektedir. 
Ayrıca bu şehirler yaratıcı sınıfı, bu sınıfa mensup kişilerin yaşam tarzlarına uygun 
olarak  sağladıkları imkanlar yoluyla kendilerine çekerek bu bölgelerde  yaratıcı iş 
çevreleri oluştururlar. Böylelikle bu bölgelere yapılan ekonomik yatırım artar ve 
sosyal kalkınma meydana gelir. Buradan anlaşıldığı üzere, yaratıcı şehir tanımı daha 
çok kentsel yenilenme ve kalkınma araçları olarak kullanılmaktadır. 
Günümüz dünya metropol şehirleri arasında gösterilen İstanbul, yaratıcı şehir 
özelliklerinin birçoğunu barındırma potansiyeline sahip olduğu için incelemeye 
değer bir şehirdir.  Büyüyen yaratıcı ekonomisi ve  yaratıcı sektörlerinde çalışan 
istihdam oranlarıyla, Avrupa ülkeleri ile karşılaştırıldığında bu rakamlar nispeten çok 
daha düşük olduğu halde,  bu endüstriler tüm dünyada olduğu gibi İstanbul‘da da 
gelişme trendi göstermektedir.  
Bu çalışmanın amacı, Hollanda‘nın yaratıcı endüstrilerinin dış pazarlarda 
pozisyonunu güçlendirmek ve bu pazarlara  girişimi kolaylaştırmak gibi hedefleri de 
içeren ve 2012 yılı kapsamında Türkiye‘yi odak ülke olarak belirleyen Hollanda 
yaratıcı endüstri politikaları bünyesinde özellikle tasarım, moda ve mimari alanlarda 
Istanbul‘da düzenlenen tasarım faaliyetlerini analiz etmektir. Bu esnada günümüz 
ekonomilerinde yaratıcı endüstrilerin oluşturduğu ekonomik ve sosyal katkılar 
üzerinden Türkiye ve şehir bazında Istanbul yaratıcı endüstrileri ve özellikle tasarım 
sektörü incelenerek, Istanbul‘un yaratıcı şehir özelliklerine dikkat çekilmek 
istenmiştir. Ampirik araştırma kapsamında, Hollanda yaratıcı sektörleri aktörlerinin 
Türkiye ve İstanbul üzerinde yoğunlaşma sebepleri, bu faaliyetlerde katılımcı olarak 
yer alan kişilerin görüşleri üzerinden İstanbul‘un yaratıcı bir şehir olarak 
değerlendirmeleri ve İstanbul‘un yaratıcı endüstri ve tasarım sektörleri hakkındaki 
düşünceleri, Hollanda‘nın yaratıcı endüstriler üzerindeki politikaları, İstanbul‘da bu 
kapsamda  düzenlenen proje ve aktiviteler, bu aktivitelerden elde edilen faydalar ve 
uzun dönemde ortaya çıkması beklenen katkılar, elde edilen bulgu ve 
değerlendirmeler ışığında analiz edilmeye çalışılmıştır. 
Bu çalışma, büyük oranda literatür araştırmasına dayanmaktadır. Ampirik araştırma 
kısmında kullanılan araştırma methodu, İstanbul‘da gerçekleşen Hollanda tasarım 
faaliyetlerinin farklı operasyonel aşamalarında görev almış veya bu aktivitelerde 
katılımcı olarak yer almış olan Türk ve Hollandalı aktörler ile yapılan ropörtajlara 
dayanmaktadır. Araştırma boyunca Hollanda‘nın İstanbul‘da düzenlediği bir çok 
faaliyet ele alınmış ve bu faaliyetlerin Türk tasarım sektörüne olan katkısı 
irdelenmiştir. 
Literatür ve ampirik araştırma sonuçlarına göre, İstanbul, yaratıcı şehir özelliklerinin 
önemli bir kısmını barındırmaktadır ve İstanbul‘daki yaratıcı sektörlerin istihdam 
oranlarının Avrupa şehirleriyle karşılaştırıldığında daha düşük olmasına rağmen, 
İstanbul yaratıcı bir şehir olarak görülmektedir. Bunun yanısıra, İstanbul‘un tüm 
yaratıcı sektörlerdeki aktörlerin ihtiyaçlarına cevap verebilecek ve onları şehre 
çekebilecek tüm koşulları yaratma konusunda bazı eksiklikleri  bulunmaktadır. 
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Araştırma sonuçlarına göre Hollandalı tasarım aktörlerinin Türkiye üzerinde 
yoğunlaşmalarının birçok sebebi vardır. Bu sebepler ekonomik, kültürel, bölgesel, ve 
şehrin Hollandalı tasarım firmalarının deneyimlerini paylaşabilmeleri için sağladığı 
imkanlar olarak dört grupta toplanabilir. Bunlardan en önemlisi ekonomik 
nedenlerdir. Hollanda, Avrupa‘daki ekonomik durgunluktan kurtulabilmek için her 
sektörde olduğu gibi yaratıcı sektörlerde de yeni pazar arayışına girmiştir ve bu 
noktada Orta Doğu pazarı kendileri için çekici bir yer durumundadır. Fakat yaratıcı 
sektörlerin ihracat aracı olarak kullanılabilmeleri için öncelikle hedef pazarların 
Hollanda kültürünü özümseyebilmiş olmaları gerekmektedir. Bu noktada 
Türkiye‘nin, gerek coğrafi, gerek de kültürel olarak Avrupa pazarına yakın olması ve 
Asya ile Avrupa arasında bir bağlantı noktası oluşturması, uzun dönemde Orta Doğu 
pazarına giriş yapmadan önce Türkiye pazarına yoğunlaşmasının sebepleri olarak 
görülebilir. Ayrıca Türkiye‘nin hızla büyüyen ekonomisi, geniş iç piyasası, artan 
satın alım gücü, serbest pazar yapısı ile uluslar arası ticarete açık olması, ve mevcut 
üretim kapasitesi de Hollanda‘nın Türkiye‘ye yönelmesindeki diğer ekonomik 
nedenler arasında gösterilebilir. Hollanda‘nın uzun vadede Türkiye‘nin imalat 
sanayisinden faydalanmak istemesi, yaratıcı sektörlerde kurulmaya çalışılan 
Hollanda-Türkiye işbirliğinin önemli bir sebebini oluşturmaktadır. Hollanda‘nın 
Türkiye‘nin üretim kapasitesinden faydalanmak için gösterdiği bu ortaklık çabası 
geniş kapsamlı bir öngörü olarak değerlendirildiğinde, kurulacak Türkiye-Hollanda 
işbirliği, Çin'in üretim konusundaki hegemonyasına bir alternatif olarak 
oluşturabilecek olası bir Avrupa-Ortadoğu işbirliği modelinin bir prototipi niteliğinde 
görülebilir. 
Sözkonusu ekonomik etkenler dışında, Hollanda, Türkiye ve özellikle İstanbul‘un 
zengin el sanatları ve kültürel tarihini çekici bulmaktadır. Asya ve Avrupa‘nın 
birleşiminden doğan zengin ve Avrupa‘dan çok farklı olan kültürü, tasarım 
sektöründe bir ilham kaynağı olarak değerlendirildiğinde İstanbul, yaratıcı sektörleri 
çekme açısından zengin bir potansiyele sahiptir. Ayrıca Türkiye‘nin, güçlü bir üretim 
kapasitesine sahip olduğu halde yeterli miktarda uluslar arası marka yaratamıyor 
olması, Türk tasarım sektörünün eksiklikliğini göstermekte ve bu konuda güçlü bir 
deneyimi olan Hollandalılar için bir pazar yaratmaktadır. Bunun yanısıra, İstanbul‘un 
hızla büyümesi sonucu karşılaştığı ve tasarım yoluyla çözülebilecek kentsel 
sorunları, Hollandalılar için bilgi birikimi, deneyim ve teknik bilgilerini paylaşarak 
çözüm üretebilecekleri fırsatlar olarak algılanmaktadır. 
Araştırma sonuçları değerlendirildiğinde İstanbul, çok uluslu ve çok kültürlü nüfusu, 
zengin tarihsel ve kültürel birikimi, barındırdığı teknoloji ve yetenek faktörleri, 
üretim kapasitesi, kültürel ve eğlence faaliyetleri, yaratıcı kümelenmeleri, büyüyen 
yaratıcı endüstrileri, ve sağladığı zengin kültürel olanakları ile yaratıcı şehir 
özelliklerinin birçoğunu içinde barındırmaktadır. Bunun yanısıra, insanlar arası 
etkileşim ve iletişmin çok güçlü olduğu Türk kültürü, bireyler arasında gerçekleşen  
fikir alışverişini  kolaylıkla sağladığından, yaratıcılığı tetiklemek adına büyük bir 
potansiyel oluşturmaktadır. Buna karşılık, İstanbul‘da, özellikle yönetim düzeyinde 
bir  tolerans eksikliği bulunmaktadır. Bu tolerans eksikliği, yaratıcı sınıfın toplumsal 
yaşam biçimini engelleyebilecek kapasitede olduğu için önemli bir sorun teşkil 
etmektedir. Bu sebeple,  çeşitliliğe ve farklı fikirlere açık olmak anlamında kullanılan 
tolerans faktörünün, özellikle yönetim ve devlet, sonra da diğer kurum ve bireyler 
bazında geliştirilmesi gerekmektedir. Ayrıca, yine özellikle devlet yönetimi ve 
firmalar bazında uzun vadeli bakış açısı, stratejik planlama, ve gelecekte 
karşılaşılabilecek  olası belirsizlik ve sorunlara çözüm üretecek potansiyeli 
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barındırma konusunda bazı eksiklikler bulunmaktadır. Son olarak, henüz şehirdeki 
yaratıcı potansiyeli ortaya çıkarıp besleyebilecek, yaratıcı sınıfın gelişmesine katkıda 
bulunup onları destekleyecek, devlet düzeyinde kapsamlı politikalar 
oluşturulmamıştır.  
İstanbul‘un tasarım sektörü ele alındığında, zengin tarihi ve kültürel birkimi ile  
şehir, tasarım sektörü için muhteşem bir ilham kaynağı, ve şehrin üretim kapasitesi 
tasarım pratiği için muazzam bir avantaj oluşturduğu halde, Türk tasarım kimliği 
henüz yaratılamamıştır. Kopyalama, sanayi-tasarım ilişkisinin sağlam bir düzeyde 
kurulamamış olması, yeterli miktarda uluslar arası Türk markalarının 
oluşturulamıyor olması, Türk tasarım sektörünün problemleri arasında yer 
almaktadır. Ayrıca şehirde yaşayan insanların problemlerinin lokal düzeyde çözümü 
için büyük bir fırsat sunan küçük üreticilerden yeteri kadar istifade edilemiyor 
olması, yine bu sektörün eksiklikleri arasındadır. Halbuki küçük üreticiler, tasarım 
sektörünün gelişmesinde, yeni tasarımcıların yetiştirilmesi ve geliştirilmesinde, farklı 
tekniklerin denenebilmesi ve yeniliklerin daha kolay bir şekilde uygulanabilmesinde, 
ürün öncesi prototip oluşturulmasında ve üretim süreçlerine esneklik kazandırması 
gibi birçok konularda tasarımcılara önemli avantajlar sağlamaktadır. Bu bağlamda, 
İstanbul‘daki tasarım sektörünün çok daha gelişmiş olması beklenmektedir.  
İstanbul‘da gerçekleştirilen Hollanda faaliyetleri, uygulandıkları politikalar 
kapsamında değerlendirildiğinde, Hollandalılar‘ın tasarım ve yaratıcı endüstriler için 
oluşturdukları, özel sektör destekli, kapsamlı devlet politikaları bulunmaktadır. Ülke, 
ekonomi, kültür ve politikayı sentezleyerek, dış pazarlarda Hollanda tasarım ve diğer 
başarılı yaratıcı endüstrilerinin pozisyonunu güçlendirme ve bu pazarlara  girişimi 
kolaylaştırma hedeflerini içeren bir politika üretmiştir. Bu politika kapsamında, 2012 
yılı içerisinde Türkiye odak ülke olarak seçilmiştir, ve özellikle İstanbul bölgesinde 
olmak üzere tasarım, moda, ve mimarlık sektörlerinde birçok aktivite ve proje 
düzenlenmiştir. Bu projeler çoğunlukla Hollanda tasarım aktörlerini Türk pazarına 
tanıtma, uzun vadeli işbirlikleri oluşturma ve sektörler arası ortaklar bulmayı 
amaçlamıştır. 
Sonuçlar bazında bir değerlendirme yapıldığında, bu proje ve faaliyetler esnasında 
birçok işbirlikleri oluşturulmuş, Hollanda ve Türkiye yaratıcı endüstriler aktörleri 
arasında karşılıklı deneyim, bilgi, birikim, yöntem ve farklı tasarım yaklaşımları 
paylaşılmıştır. Bazı projeler süresince, İstanbul‘un karşılaştığı kentsel ve sosyal 
sorunlar ile Türk tasarım sektörünün güncel sorunları belirlenerek bütünsel 
yaklaşımlarla ve ortak çalışmalarla çözümler üretilmeye çalışılmıştır. Birçok farklı 
aktivitelerin sonuçları değerlendirildiğinde, projeler kısmen etkin ve başarılı olmakla 
birlikte, bazı projelerin eksiklikleri saptanmıştır. Buna örnek olarak, Türkiye 
pazarına girmeyi hedefleyen Hollandalı tasarımcılar ve tasarım şirketleri ile 
Hollandalı tasarımcılar ile işbirliği yapmak isteyen Türk şirketlerin buluşma noktası 
olmayı amaçlayan Dutch Design Desk Istanbul verilebilir.  Bu eksiklikleri oluşturan 
nedenler arasında projeye ayırılan sürenin yetersiz olması, henüz tam anlamıyla 
kurulamamış olan tasarım-sanayi ilişkisi nedeniyle Türk tasarım sektörünün projeler 
bazında yabancı işbirliklerine hazır olmaması, Türkiye pazarının satın alım gücü 
açısından yabancıları tatmin edecek düzeye henüz gelememiş olması, ve bazı 
projelerdeki operasyonel ve yönetimsel eksiklikler sıralanabilir. Bunun yanısıra, 
Hollandanın strateji olarak  hükümetler düzeyinde üst seviye ilişkiler kurmak yerine, 
Türk tasarım sektörüne akademi ve sivil toplum düzeylerinden giriş yapmaları ve 
daha çok bu kesime hitap etmeleri sebebiyle, Türkiye pazarında daha lobici yaklaşım 
ve stratejileri benimseyerek hareket eden İngiltere gibi diğer yabancı ülkelerin, 
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Türkiye pazarında iş alma konusunda Hollanda‘dan daha başarılı oldukları 
düşünülmektedir. Fakat faaliyetlerin uzun dönemde ortaya çıkacak katkıları 
değerlendirildiğinde, Hollanda‘nın kurmuş olduğu ve sürdürmeye çalıştığı uzun 
vadeli ilişkilerin Türk tasarım sektörününün gelişimine katkıda bulunabileceği, ve bu 
sebeple Türkiye pazarında iş alma konusunda da ileride daha avantajlı olabilecekleri 
düşünülebilir. 
Hollanda operasyonları içerisinde özel bir vaka olarak, Hollandalı  endüstriyel 
tasarım firmalarının bir araya gelerek Türkiye pazarında faaliyet göstermek için 
oluşturdukları bir kümelenme modeli olan Yard 9,  gelecekte dış pazarlarda hizmet 
vermek isteyen Türk tasarım firmalarının benzer bir kollektif oluşum içine girmeleri 
durumunda örnek teşkil edebilir, ya da oluşturulabilecek diğer benzer projelere ilham 
kaynağı olabilir. Bu tarz bir oluşum içinde hareket etmenin, küme içerisindeki 
firmaların birbirinden öğrenerek katkıda bulunmaları, farklı deneyim ve güçlü 
özelliklerinin birleştirilmesi, ve marka imajının artması gibi avantajlarının olduğu 
saptanmıştır. 
Hollanda operasyonlarının sağladığı en çok öne çıkan katkılar düşünüldüğünde, tüm 
Hollanda aktiviteleri Türk toplumunda yaratıcı endüstri ve tasarım alanlarında 
farkındalık yaratmıştır. Farklı tasarım aktörleri arasında farklı deneyim, bilgi 
birikimi, ve yaklaşımlar paylaşılmış, yaratıcı endüstriler belirli lokal problemlere 
çözüm üretmek için araç olarak kullanılmıştır. Yaratıcı ve ileri görüşlü vizyon ile 
stratejik planlamanın önemi anlaşılmış, aktiviteler Türk tasarımcıları ve tasarım 
öğrencilerinin tanıtımına ve gelişimine katkı sağlamıştır. Özgün bir Türk tasarım 
kimliği yaratılması için İstanbul‘un zengin kültürel potansiyeline bir kez daha dikkat 
çekilmiş ve Türk tasarım aktörlerini kendi kültürlerini kullanarak daha özgün ve sınır 
tanımayan işler çıkartma ve tüm  tasarım süreçlerinde inovasyonu barındırma  
konularında cesaretlendirmiştir. 
Hollanda faaliyetlerinin uzun dönemde ortaya çıkması beklenen yararları 
düşünüldüğünde, Hollandalı tasarımcıların Türk firmalarıyla uzun süre çalışmaları 
sonucu, Türk tasarım sektörünün çıtasının yükselmesi Türk tasarım ve tasarım satın 
alıcılarının kendilerini geliştirmeleri, ve Hollanda‘nın sahip olduğu teknik bilgi ve 
vizyon sayesinde Türkiye‘de gün yüzüne çıkmayan ya da yanlış uygulamalar sonucu 
heba edilen birçok tasarım projesinin gerçek ürünlere dönüştürülmesi, uzun dönemde 
gerçekleşme potansiyeline sahip beklentiler olarak karşımıza çıkmaktadır.  Ayrıca iki 
ülke arasında kurulan tasarım ilişkisinin yavaş yavaş üretim sektörü ve sanayiye 
yansımasının, iki ülke arasındaki ticari ilişkileri zenginleştirerek ekonomiye daha 
geniş bir katkı sağlaması beklenmektedir. 
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1. INTRODUCTION 
‗Creative industries‘ as a concept has been one of the most trending topics in recent 
years across a wide range of countries. Mature economies are in the creative  
vanguard whereas developing and transition economies have also started to exploit 
their creative potentials. A growing body of literature has been dealing with this 
topic; a vast number of policy makers, institutions, organisations and academics have 
been putting effort in shedding light on the complex nature of creative industries and 
analysing their contribution to social and economic development. One of the reasons 
why this rather new concept could become a watchword, lies at the base of the term – 
creativity – which is considered as the only and immaterial resource. Creativity is 
independent from any material accumulation; it can be nourished in any type of 
place, any time of age, any form of expression and only based on human capital. It is 
neither a privilege of rich countries, nor pertains to a specific type of economy. It is 
not a type of resource which can only turn to tangible products which  help to ease 
our everyday lives, find solutions to environmental problems or provide competitive 
advantages to individual firms, but it can also lead to a service, process or a genius 
idea resulting in innovation.  Therefore, creativity posits at the heart of human-
centered, economic, and social development. 
Throughout history, economies have gone under many transformations. First, with 
the industrial revolution, agrarian economy gave way to the industrial one. Then the 
transition from an industrial economy to a knowledge based economy, which was 
based on informational and technological developments, took place. Meanwhile, the 
economic resources first shifted from raw materials to machine power, then machine 
power turned  to information, and lastly information shifted to a context where it 
required to inhold ‗creativity‘. Today in the age of new economy, creativity, which is 
the ability to bring into existence something new,  is considered as a very significant 
economic resource that represents the strongest ability of human capital. 
In recent years, the world economy has been facing a considerable amount of 
changes and developments bringing along new challenges. The way of production, 
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distribution, and many other activities have changed incrementally. Herein, creativity 
has an important role to overcome the challenges that derived from the complex 
structure of the new economy. The last decades, ―information‖ and ―knowledge‖ 
were considered to be the resources of  growth and development. However it is now 
understood that knowledge itself, without creative and adaptable solutions to 
overcome current challenges, is not sufficient in this rapidly changing global 
economy. With regard to this, Ramona (2011) argues that ―the information and the 
resources are available for all individuals and organizations. In this context, what 
makes the difference is the creativity of those who use the information and the 
resources to build something new‖ (p. 265).  Howkins (as cited in Hartley, 2005) also 
reinforces this prospect by addressing the issue that the information age has brought 
much more challenges than the former ages and the ‗information‘ singly can not be 
sufficient to overcome those challenges. In his own words: 
 If I was a bit of data I would be proud of living in an information society. But as a thinking, 
emotional, creative being – on a good day, anyway – I want something better....We need information. 
But we also need to be active, clever and persistent in challenging this information. We need to be 
original, sceptical, argumentative, often bloody-minded and occasionally downright negative – in one 
word, creative (p. 117). 
In today‘s new economy, technological and organisational innovations enable new 
relations between producers and consumers. As Cunningham (2002) remarks, 
interactivity, convergence, customisation, collaboration  and networks are key in this 
new economy. Hence, the governments are trying to find new ways to cope with the 
aforementioned dynamics and increase competitiveness by means of tapping 
creativity systematically. It has recently been accepted that the creativity as  human 
capital, is becoming a key to success in economic growth, development  and 
competitiveness besides its integrative role with changing global economy.   
The nature of competitiveness has changed fundamentally over the last decades. The 
primary factors of competitiveness in the new economy are considered as knowledge 
and information intensive goods and services, product quality, speed of delivery and 
customization, rather than traditional cost-based factors (UNCTAD, 2004). Herein, 
creative industries remain as easily adoptable sectors to the preceding competitive 
factors. 
Regarding the contribution of creative industries to economy, many countries, 
particularly mature ones but also transition economies, have been enjoying the 
growth of their creative economies.  For instance, in 2009 the gross value added in 
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the culture and creative industries in Europe amounted to 277 billion Euros which 
was accounting for 2.4% in the overall gross domestic product in the European 
Union (Sonderman, 2010). Considering employment, the number of  people that 
worked in this sector in 2004 was equivalent to 3.1% of total employed population in 
EU 25 (KEA, 2006).  Furthermore these industries are enjoying high growth rates. 
For example, the annual growth rate of creative industries in USA is 14%, and in UK 
it is 12%. Many countries and regions, such as the UK, USA, Germany, Singapore, 
and Japan consider creative industries as backbone industries (Zhang et al., 2011). 
Their trade numbers are also corroborative for their success. According to UNCTAD 
Report (2010), ―global exports of creative goods and services—ideas and creativity-
centered industries such as arts and crafts, audiovisuals, books, design, films, music, 
new media, visual and performing arts— have more than doubled from 2002 to 2008, 
reaching nearly US$600 billion.‖  
While the world countries have been tapping into creative industries with their 
economic and social contribution on regional levels,  the term of ‗creative city‘ has 
also taken an important place. In recent decades, thanks to the escalating popularity 
of  ‗creative industries‘ term, the cities have been increasingly called with their 
creative potentials, and their physical and social conditions which provide  ground 
for development of those industries. 
In relation with the concept of  ‗creative cities‘, the links between the creative and 
cultural potentials of cities, and the social development and urban regeneration have 
been investigated by some commentators such as Florida (2002) and Landry (2000).  
During the exploration of this concept, many other relevant terms appeared such as 
‗creative economy‘, ‗creative class‘, ‗creative milieu‘, and ‗creative territory‘ which 
will all be explained in detail within the scope of this study. Furthermore, some 
theories and measurements were made out for creative cities such as Florida‘s 3T 
Theory or Landry‘s Creative City Measurement Index. All those studies have seen  
the indications of social contribution of creativity to specific locations. As Florida 
(2002) argues, creative cities are the places which attract talents and creative people. 
This way, these cities become better places to be in, to work and to see, while they 
incorporate high-salary wage workers and attractive quality of life. Cities such as 
London, New York, Montreal, Amsterdam, Shangai, Helsinki  are all considered as 
examples of creative cities.  
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Design, being one of the main activities across the creative industries, has quite  a 
significant place as it can be a practice of either an artistic or functional contribution 
to a product, service, or process,  or connecting creativity with many other industries 
of economy. Design is considered to be the bridge between cultural and creative 
industries and other sectors of economy such as the connection of manufacturing to 
the market demands. It has a distinctive role with its functional and integrative 
characteristics. As stated in the Pro Inno Europe Document (2009), ―design is the 
link between technology, creativity and the user, and a necessary response to the 
challenges of globalisation‖ (p. 3).  
Considering Istanbul from the point of design, there are  many indicators which 
demonstrate the recent improvements in this sector. A deeper glance will be taken 
into the design sector, particularly the industrial design field of Istanbul, by 
representing the data of World Design Survey (2010) and the Istanbul Cultural 
Inventory Publications (2010). Furthermore, indicators of some other creative sectors 
will be given to analyse the creative potential and characteristics of the city.  
After providing an extensive literature basis about the concepts of ‗creative 
industries‘, ‗creative cities‘, and design;  Dutch design operations in creative sectors 
of Istanbul will be analysed as the main topic of the empirical study, since the Dutch 
have remarkable policies on creative industries that are used as export tools. Within 
this context, the case of Istanbul will be discussed by shedding light on the debate if 
Istanbul is a creative city from the perspectives of people involved in Dutch 
activities. 
Due to the complex nature of creative industries and risks they hold, many barriers 
exist preventing to improve and unleash creativity without any external support. 
Therefore, appropriate cohesive policies incorporating new approaches rather than 
the  traditional methodologies are needed to trigger those industries. As Brecknock 
(2004) points out, ―without a supportive organisational environment where an 
element of risk taking is a given there can be little creativity and creative people will 
not flourish‖ (p. 3). Thus, coherent policies are key to success. With regard to this 
issue, the Dutch policies becomes noteworthy to examine. The Netherlands can serve 
as a model for Turkey with its well-routed programmes and strategic policies.  In 
addition, the Dutch policies for internationalisation and opening the creative 
industries up to new markets have provided the connection with Turkey, which 
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constituted the basis of the empirical study. In relation to this, the Dutch design 
operations in Istanbul under the Netherlands creative policy programme will be 
examined in detail. 
The Netherlands took part in creative realm of Turkey under the ‗international 
orientation and access to foreign markets‘ strategic programme. In this context, the 
Dutch activities will be given mainly under the DutchDFA projects. In 2012, the 
DutchDFA organised a number of design events in Istanbul, with the main purpose 
of branding of ‗Dutch design‘ and building strong networks with Turkish creative 
industries. Those activities will be discussed in the last section of the literature 
review. Within those activities, there will be a focus study on the cluster initiative of 
Dutch industrial design firms, Yard 9, which was initiated by government funding 
with the aim of operating in the Turkish market, particularly to establish connections 
with the Turkish firms who wish to produce for the European market. Yard 9 can be 
considered as a good example of an attempt to find a solution to reduce the risk  
while accessing to a foreign market, which can serve a model for a possible future 
clustering project of Turkish design firms. Another focus study will be on the Dutch 
Design Desk Istanbul which was set up with the aim of offering consultancy service 
to Dutch designers and Turkish firms, and the other way around, to enable the 
matchmaking activities.   
1.1 Purpose of Thesis 
The main purpose of this study is to analyse the Dutch design operations carried out 
in creative industries of Istanbul since 2010, which reached to peak in 2012 with the 
DutchDFA Programme carried out in design, fashion and architecture sectors. Within 
the scope of this main purpose, the reasons why Turkey has attracted the Dutch 
creative actors; the characteristics of Istanbul as a creative city and its creative 
industries from the perspectives of people involved in Dutch design operations; the 
Dutch policies on creative industries; several projects and programmes carried out in 
Istanbul with a particular focus on the Dutch Design Desk and Yard 9; the results and 
contributions of all the Dutch design activities will be examined.  
The study also aims to remark the creative potential of Istanbul by way of the Dutch 
design activities held in the city. While analysing the contributions of the activities to 
the creative sectors of Istanbul, design sector will have a particular focus.  
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1.2 Motives for Choosing the Topic 
The motives for selecting the topic of analysing the Dutch design operations that 
have been conducted in Istanbul and choosing the Netherlands as a country for 
examination, lies behind the fact that there have been many noticeable activities and 
projects held in Turkish creative sectors, particularly in the Istanbul region. 
Furthermore, the Netherlands has sound creative industries, long standing experience 
in design and other creative sectors, cohesive policies on creative industries used as 
export tools, and very organised and structured way of working. Particularly the year 
of 2012 was the peak year in relation to the amount of the Dutch activities held in 
Turkish creative sectors, mainly in design, fashion, and architecture. Under the 
umbrealla of 400
th
 year relationships between Turkey and the Netherlands, the 
awareness of Dutch design in Turkey was increased via many projects such as 
conferences, workshops, and exhitions. The density of those programs and the 
success of introduction of Dutch creative industries to Turkey via structural 
programmes, constituted the motive for determining this topic. 
Moreover, the Dutch focus on Turkey as a part of the policy aiming to 
internationalise  and strengthen the position of  Dutch creative industries in selected 
foreign markets for increasing their export,  has brought up the rationale to observe 
why the Netherlands selected Turkey as a focus country. In this sense, the creative 
sectors and particularly the design sector of Istanbul became noteworthy to examine, 
while making comparsions with Dutch creative cities and Istanbul in different 
perspectives. 
1.3 Limitations of the Study and Difficulties 
To start with, the topic of the study is related with the Dutch design operations held 
in Istanbul. The expression of ‗design operations‘  includes the activities both held in 
Istanbul and partly in the Netherlands in the fields of design, fashion, architecture, 
and urban planning. Even though they are all design related disciplines, each of them 
are individual sectors. However, in some part of the empirical study, the sector 
seperation was not made, and the expression of ‗design activities‘ was used to cover 
all the preceding sectors. In addition, the interviews were conducted with several 
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participants from the aforementioned sectors, however at the end, the interview 
results provided from different disciplines are generalised under the ‗design‘ topic. 
Secondly, this research to a great extent relies upon the interviewees‘ opinions. 
Although some factual information was collected through some interviews, most of 
the provided information was including the personal experiences, opinions, 
considerations, and evaluations. Therefore the results rely on subjective information. 
Thirdly,  the lack of time prevented to analyse each Dutch project which took part in 
Istanbul individually and to conduct interviews with each participants. Compared to 
the number of all participants involved in the projects, the number of the interview 
population is quite small, thus some evaluations might not represent the general view 
and considerations. To generalise the conclusion for larger groups, the interview 
population should have involved a higher amount of participants from different 
activities and operational levels. 
Lastly,  the topic of the study covers many different projects, activities, and many 
different actors involved. Consequently it can not be expected that all the projects 
would occur in the same efficiency. Moreover, the outcomes and the evaluations rely 
on the subjective considerations, therefore the generalised conclusion may not 
represent the same results and analysis for each specific activity. 
As a difficulty, particularly through e-mail interviews, some collected answers could 
not arrive the main points and exact answers of the questions. The language 
difference or the shortcomings of the interview structure could be the reasons for 
that. Furthermore, through e-mail interviews, arriving in-depth information becomes 
more difficult, so in some questions more superficial information could be collected. 
In addition, since the interviewees were mostly representing the people who 
participated in different operational levels of the projects, the questions directed to 
each interviewee differed although they were based upon the same  fundamental 
framework. This led to allocation of a longer time to structure the questions and 
analyse the results, because all the interview questions were not standardised. Last 
but not least, in order to extend the scope of the analysis of the activities, the 
interviewee selection was tried to be held in a broader context including  many 
different people such as designers, organisators, and firms. Many of them were 
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contacted but the interviews could not be carried out with some of them due to the 
insufficient return. 
1.4 Research Method    
The study is to a great extent based on an extensive literature research, and 
interviews. In order to support and constitute the background of the emprical study,  
the literature review takes part in an extensive coverage, since the importance and 
contributions of creative industries need to be displayed first in order to comprehend 
the neccesity of analysing Dutch operations held in creative realm of Istanbul. 
Therefore, the literature research is carried out to cover the following topics: creative 
industries including the analyse of the evolution of the concept, nature of those 
industries, and the impacts of economic trends; design as a creative industry and its 
economic and social contribution; the case of Istanbul as a creative city by providing 
a wide range of information including the cultural and historical structure of the city, 
and the practices of creative industries; Dutch creative industries, their policies and 
operations in Turkish creative sectors. 
The rationale for structuring the literature review can be articulated as follows: 
 The nature of creative industries and their challenges are dealt in detail in 
order to fully comprehend the Dutch activities that took part in creative 
industries of Istanbul. In more detail, the relations between the participants 
involved in the activities, and the dimensions of the organisation of their 
work can be captured in a better way. The challenges of creative industries 
are also handled detailly in the literature review in order to understand the 
need for supporting those industries with cohesive policies.  
 The impacts of economic trends on creative industries are studied in order to 
comprehend the close relations of those industries with economic dynamics, 
and to realise that the creative sectors are closely related with today‘s 
economic dimensions. The reason why creative industries are being used as 
export tools today is also related to the fact that the nature and operational 
dimensions of creative industries are closely matching with today‘s 
economic, technological and consumptional dimensions. 
 The information about different countries‘ creative sectors are given to gain 
an overview about the situation of creative industries in the world.  
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 ‗Design‘ is treated seperately in order to draw attention to this sector and  
comprehend the importance of contributions of Dutch activities to Turkish 
design sector. 
 Istanbul is handled as a creative city, different information is first provided 
about its socio-economic, historical and cultural structure in order to 
articulate the important characteristics of the city which draws foreign 
attention and investment. In addition, the creative sectors and the cultural 
qualities of Istanbul are dealt with in order to remark its creative economy.  
 Lastly Dutch design operations held in Istanbul and the information about 
Dutch creative sectors – mainly design-  are given to provide the essential 
information about the emprical study.  
In the emprical study, the research questions differ according to the operational 
domains and levels on which the interviewees took part in Dutch design activities. 
The topics of the questions that form the basis of the emprical study in general can be 
summarised as: 
 The reasons why Dutch creative actors focus on Istanbul, which qualities of 
the city and its creative sectors attract them? 
 The characteristics of Istanbul regarding to the essentials of a creative city, 
 The strengths of the city from the point of its cultural and creative potential. 
 Dutch design policies about creative industries in relation to Turkey, 
 How do Dutch see the creative industries and design sector of Istanbul, 
 The analysis of the Dutch activities held in Istanbul with a particular focus on 
Yard 9 and the Dutch Design Desk Istanbul, 
 The results and contributions of Dutch activities. 
1.4.1 Determination of the research method 
In this thesis, both primary and secondary data are collected. Since the study is 
mainly based on literature review, a larger part of the information constituted the 
secondary data and has been collected from various documents such as research 
papers, articles, books, fact sheets of governmental and supra-governmental 
organisations, and policy agendas. Beside general internet research, related cultural 
portals and networks were visited for relevant issues. Media and internet reviews 
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were made including certain articles, columns, travelling articles, web sites of 
institutions and organisations.   
The method used in the emprical research study has been determined as interview. 
This section, which deals with the Dutch design operations in Turkey,  consisted of 
both face-to face and e-mail interviews. The interviews were semi-structured and  
mostly consisted of open-ended questions aiming to capture more deeper 
information, considerations, opinions, and feelings of the interviewees about the 
subject. However, these semi-structured interview questions were not standardised 
while being directed to all interviewees. Even though the fundemental framework of 
the interview questions were the same, they differed from each other according to the 
operational position of the interviewees who participated in the activities.  
1.4.2 Objectives of the emprical research  
The objectives of the emprical research can be summarised as follows: 
1. To remark the growing sectors of creative  industries in Istanbul from the point of 
people involved in Dutch design operations in the city; to portay the opinions of 
foreigners (Dutch) about the creative industries in Istanbul with their strengths and 
weaknesses; to discuss the design sector in Istanbul from Dutch point of view.  
2. To analyse the city of Istanbul to determine whether it encompasses the factors to 
be a ‗creative city‘; to remark its creative potential; to discuss the question of ―Is 
Istanbul a creative city?‖ from Dutch point of view; to attract attention to the 
strengths and weaknesses of Istanbul in terms of ‗creative city‘ characteristics. 
3. To analyse Dutch policies on creative industries; to understand the Dutch attention 
to Turkey and Istanbul under the umbrella of Dutch policies on creative industries; to 
remark the importance and success of policy implications on creative industries; to 
analyse the specific creative sectors that Dutch policies focus on; to understand the 
speciality of the case of Turkey for the Netherlands, compared to the other focus 
countries.  
4. To analyse the projects and programmes of Dutch design operations in Istanbul; to 
evaluate the effectiveness of those projects and the gains that the different 
participants have earned; to remark and assess the benefits of activities to the creative 
sectors and actors of Istanbul. To attract the attention to the importance of foreign 
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collaboration in design sector; to evaluate the projects through the perspective of 
different participants from different domains of operations; to evaluate the 
collaboration processes.  
5. To take the case of the Dutch industrial design cluster Yard 9, which was founded 
with governmental support and consists of six design firms that act together in the  
Turkish market, as an example for a possible future application for Turkish designers 
who want to cluster to enter to a foreign market;  to discuss the opportunities and 
challenges of operating as a cluster; to focus on the Dutch Design Desk Istanbul, 
analyse its operations and the reasons why it did not keep its existence after the end 
of DutchDFA Programme. 
1.4.3 Interviewee selection  
The interviewees were selected as the people who participated in different 
operational levels and domains of  Dutch Design activities held in Istanbul. Those 
interviewees mostly took charge in different stages at the implementation processes 
of different projects, some of them were the representatives of certain institutions 
which have supported the activities, and some of them were the participants to the 
projects. For instance, the representatives of DutchDFA Programme and the 
Netherlands Consulate General Istanbul were interviewed in order to attain 
information in organisational levels. The representative of SICA, the cultural 
exchange platform of Turkey-Netherlands, and one main organisator of another 
project were interviewed to capture their opinions about the specific programmes 
they were involved. A Dutch designer who attended to a workshop, some Turkish 
designers who took part in different projects, and some Turkish firms and Turkish 
designers were interviewed in order to achieve their opinions about the gains and  
contributions of the projects they were involved. 
The face to face interviews were conducted with the following persons: 
 A board member of Yard 9 cooperation, senior partner of KVD Reframing 
Prof. Matthijs van Dijk, 
 The representative of the Netherlands Consulate General Istanbul, the 
director of Press and Cultural Affairs of the Netherlands Consulate General, 
Recep Tuna. 
The e-mail interviews were made with the following persons: 
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 The DutchDFA official  representative, the project Manager of DutchDFA 
Programme, Jolanda Strien 
 The Turkish Representative of Yard 9, Mert Torun 
 The director of Dutch Design Desk Istanbul, Nurten Meriçer 
 The Project Manager of SICA (the cultural exchange platform of Turkey-
Netherlands),  Laurens Runderkamp 
 The representative of The Royal Institute for Dutch Architects (BNA), 
manager of the 'Matchmaking Istanbul' project, Mathias Lehner 
 Fashion designer,  involved in SALON Project, Borre Akkersdijk 
 Four Turkish designers: Erdem Akan (product designer), Burcu Büyükünal 
(jewellery designer), Zeynep Bacınoğlu (fashion designer), Burçe Bekrek 
(fashion designer) 
 Five Turkish design students who attended to workshops with Dutch 
designers 
 Two Turkish companies that worked with Dutch designers, ‗Samet‘ and 
„Bravoistanbul‟ 
 
The interviewee selection is illustrated in the figure below: 
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Figure 1.1: The Interviewee Selection. 
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1.4.4 Empirical research process 
The numbers and the content of the interview  questions differed according to the 
operational position of the interviewees who participated in the projects. However, 
there were common questions regarding to the qualities of Istanbul, and they were 
aiming to analyse if the city holds the characteristics of creative cities. Related 
questions were asked to the Dutch interviewees and the representative of the Dutch 
Consulate Istanbul with the aim of percieving the Dutch perspective to Istanbul and 
its creative industries. 
Except the aforementioned Istanbul related questions, the other different sets of 
questions were dealing with the issues specific to certain projects or they were 
related with the operational position of the interviewees. 
Some interviews were followed up  with additional questions to further investigate 
the responses. The project manager of DutchDFA and the Turkish representative of 
Yard 9 were placed in this group. 
The face to face interviews were conducted by using a checklist of the open-ended 
questions. The interviews were recorded on a voice recorder  and later fully 
transferred to documents to use for the analysis. 
The face-to-face interviews were conducted with one representative  of Yard 9 
cooperation, Prof. Matthijs van Dijk, and  the director of  Press and Cultural Affairs 
of the Netherlands Consulate General Istanbul, Recep Tuna. These face-to-face 
interviews were based on the semi-structured interview questions. The numbers and 
the content of the questions partly differed from each other.  The questions directed 
to the Yard 9 representative Prof. Matthijs van Dijk, were divided into six topics: 
Istanbul-related questions, Dutch policy-related questions, YARD 9-related 
questions, specific assignment-related questions, clustering-related questions, and 
collaboration-related questions. The interview conducted with the director of  Press 
and Cultural Affairs of the Netherlands Consulate General Recep Tuna were carried 
out under two topics being as Istanbul-related questions and Dutch policy and 
programmes related questions. 
All other interviews were conducted through e mail. The contact information about 
the main organisators of certain projects were provided by DutchDFA. The contact 
information of the students and the Dutch designers attended to certain projects was 
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provided by IKSV. The information about the Turkish designers attended to Dutch 
activities was found in DutchDFA Final Report.  
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2. CREATIVE INDUSTRIES 
2.1 Pre-definitions 
Before starting to analyse the concept of ‗creative industries‘, its fundamentals will 
be touched upon in order to fully comprehend the generation and evolution of the 
concept. ‗Creativity‘ and ‗culture‘ constitute the basis of creative industries acting as 
the main resources. ‗Creative economy‘ is the term referring the economy where  
creativity is materialised in tangible forms and turn into commercial outputs, 
therefore it is required to be handled as a relevant definition. 
 2.1.1 Creativity 
The notion of  ―creativity‖ has been used widely  in the last decades than ever before 
across a broad range of disciplines such as psychology, philosophy, sociology, 
education, technology, business and economics. Despite the fact that the term itself is 
as old as the origin of humanity as a human nature ability, it has been increasingly 
used by a vast number of academics, researchers, policy-makers, business people and 
many others recently. Meanwhile, a wide range of definitions of ―creativity‖ have 
been made out, however there is no single one which covers all different aspects. 
Considering the simplest term,  early humans had greater creative and innovative 
abilities that led them producing artifacts such as stone tools and weapons to solve 
specific problems or find new alternatives to existing questions. They invented how 
to light a fire to overcome their energy needs, found innovative ways to 
communicate with each other such as creating symbols and paintings. Apart from 
using their capabilities for solving problems, they also unleashed their abilities in 
reaching to artistic beauty.  As Carruthers (2002) states: 
One of the most striking species- specific feature of  Homo sapiens, surely, is the degree of 
creativity and innovation which we display in our thought and behavior, both within the lives of 
individuals and across different human cultures. This manifests itself in story-telling, in art, in the 
construction of bodily ornaments and decorations, in humor, in religion-building, in theory-
construction, in problem-solving, in technological innovation, and in myriad other ways.  
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Creativity is the capability to think, to find and to make something new. It is ―the 
ability to bring into existence something new, whether it be an artistic object or form, 
a solution to a problem or a method or device‖ (UNIDO, 2002, p. 13). Howkins (as 
cited in Hartley, 2005) defines creativity very simply as ―having a new idea‖ (p. 
118). He suggests four criteria for an idea to be new; it must be personal, original, 
meaningful, and useful. He exemplifies creative ideas as painting a canvas, inventing 
a new gadget, or solving a traffic problem. He adds that all these ideas are equally 
creative but this kind of a creativity has no commerical value. ―To have a 
commercial value from a creative idea, it need to lead to or enhance a commercial 
output‖ (Hartley, 2005, p. 118). 
Amabile (as cited in DTI, 2005) defines creativity as ―the production of novel, 
appropriate ideas in any realm of human activity from science, to the arts, to 
education, to business or to everyday life‖ (p. 4). 
Landry and Bianchini (as cited in Brecknock, 2004) deal with the definition from a 
wider perspective and touch upon what creativity involves:  
 Creativity involves thinking a problem afresh and from first principles; experimentation; originality; 
the capacity to rewrite rules; to be unconventional; to discover common threads amid the seemingly 
disparate; to look at situations laterally and with flexibility. (p. 3) 
While creativity has general and embracing definitions such as ―having a new idea‖, 
some other definitions refer to a specific type of discipline. For instance, in the 
UNCTAD Report (2010) some definitions are suggested  pertaining to three different 
fields of creativity which are artistic, scientific and economic. In greater detail, 
artistic creativity involves imagination and capacity to find new ideas and original 
ways of interpreting the world while the expression can be in text, sound and image. 
The scientific creativity involves curiosity for  experiments and problem-solving  
activities. Economic creativity is closely linked to gaining competitive advantages in 
the economy, it involves willingness towards  innovations in technology, business 
practices and marketing (UNCTAD, 2010, p.3). 
Similarly, the KEA Report (2009) also presents a specific concept of creativity called        
‗culture-based creativity‘. It is ―stemming from art and cultural productions or 
activities which nurture innovation, and going beyond artistic achievements or 
‗creative content‘ feeding broadband networks, computers and consumer electronic 
equipments‖ (p. 3).  
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2.1.2 Culture 
―Culture is the general expression of humanity, the expression of its creativity‖ 
(KEA, 2009, p. 3). It has a vital impact on all the processes  of creative industries 
from creation to consumption. For instance, it is strongly linked with the creation 
process where it  provides the symbolic and intangible value to the creative products 
or services. It is a crucial element which nourishes and triggers creativity and it has a 
decisive role on all the steps of value chain of creative industries. 
UNESCO (as cited in Lavanga, 2004) describes culture as ―all the specific features, 
spiritual, material, intellectual or affective, that characterise a society or human 
group. Culture includes, besides art and literature, ways of life, basic human rights, 
system of value, tradition and religions‖  (p. 8). Yet it is also strongly related to 
creativity. Creative goods and services carry the traces of culture, thus it has a vast 
impact on commodities used in everyday life of human beings. ―It permeates all 
aspects of life ranging all the way from design of urban spaces, houses, offices, 
means of transportations to clothings we wear which signify our identity, taste and 
preferences‖ (Flew, 2002, p. 2). 
Lavanga (2004) addresses two different types of culture which are commonly 
accepted in the academic world. One of them  is ‗culture as a product‘ which 
involves more tangible elements of culture, concerning the economic activities such 
as production and consumption and it is seen as an instrument for urban regeneration 
and place marketing. The other is ‗culture as a process‘ which regards to more 
intangible aspect and arises in creative thinking leading to social cohesion, 
development or economic growth (p. 9). 
Considering the tangible elements of culture,  Nielsen (2009) thinks that they are 
related with economic development. According to him, culture is the basic resource 
for economy, where it nourishes  creativity and leads to  innovation, growth and 
employment respectively.  
―culture > creativity > innovation > growth > employment‖ (p. 4). 
Regarding the intangible elements of culture, as mentioned before, culture plays an 
important role in the entire processes of the creative practice as acting as an input for 
generating economic benefits, at the same time it helps to develop social cohesion 
between the communities and individuals within the society. In this context, culture 
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can be seen as ―a shared way of doing and understanding things, a system of values 
and an aesthetic language that binds a community and is formed by the peculiar 
historical development of that community‖ (Lavanga, 2004, p. 8). Thus, culture has a 
crucial impact on development of social cohesion. For instance, cultural participation 
and cultural organisations have crucial power to influence social relations in a 
society positively. To exemplify, cultural events contribute to encouragement for 
cooperation between different communities. Besides, they have the role in supporting 
the individuals‘ involvement in the social and economic life of the city which helps 
to improve social cohesion (KEA, 2006). 
2.1.3 Creative economy 
Creative economy is based on creativity, which has been seen as a source and an 
input of economic activities which offers stimulation for economic growth and 
development.  It is now a dominant view that creativity will be the driver of social 
and economic change and development during the next century.  Florida (2002) sees 
human creativity as the ultimate economic resource. He points out that ―the ability to 
come up with new ideas and better ways of doing things is ultimately what raises 
productivity and thus living standards‖ (p. xiii). 
Creative economy is  ―an evolving concept based on creative assets potentially 
generating economic growth and development on the interface between creativity, 
culture and economics‖ (UNCTAD, 2008, p. 15). It incorporates economic, cultural 
and social elements with technology and  intellectual property. It is a group of 
knowledge-based economic activities encompassing development properties and it is 
linked to the overall economy in micro and macro levels (SCIBE, 2013). 
According to Howkins (as cited in Creative Metropoles, 2010) creative economy can 
be defined as ―transactions in creative products, where the value of creative products 
is multiplied by the number of transactions‖ (p. 11). He suggests that it is the the sum 
of total four sectors: the copyright, patent, trademark and design industries. 
Another description of ‗creative economy‘ comes from British Council. As addressed 
in the report of British Council (2010), the creative industries are situated at the 
centre of a web of connections with other industrial sectors and they do not operate 
in isolation. They are mostly the sources of innovation for the wider economy, 
mainly through design, branding and advertising. They also have crucial role in 
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urban regeneration and community cohesion. This wider web is often referred to as 
the ‗creative economy‘.  
As mentioned earlier, ‗creativity‘ is the ultimate tool to cope up with the changing 
world and  having a competitive advantage in the economy, thus it has a quite 
significant value. Considering creativity in the context of creative economy, it is 
something that can inspire and trigger others creative ideas in the form of new 
innovative products and services. In other words, creativity can be nourished and 
stimulated by reflections and interactions.  In this aspect, it is similar to knowledge, 
since the knowledge raises value when it is shared and used.  As Ramona (2011) 
points out ―knowledge, as opposed to material assets, gains value when it is used. 
When it comes to knowledge, the more it is used the more efficient it becomes‖ (p. 
266). It is also similar for creativity. When creativity appears in the form of  goods or 
services, it also becomes usable and provides inspiration to generate creative, novel 
and innovative products or services. By this way, creative economy maintains its 
circle.   
2.2 Evolution of Creative Industries 
The term of ‗creative industries‘ is primarily derived from the term of ‗cultural 
industries‘ and it consists a broader range of sectors. By this way, creative industries 
are distinguished from the core cultural industries with the other sectors such as 
design, which are mostly based on functional purposes. In this section, the 
differences of those two terms will  be studied in detail, after studying the emergence 
and evolution of them. 
2.2.1 Cultural industries 
‗Cultural industries‘ as a term was first used by two leading scholars of the Frankfurt 
School, Max Horkheimer and Thedor Adorno more than half a century ago (Adorno, 
1975). It was a term originally associated with  the radical critique of mass 
entertainment in the years of late 1930s and 1940s  which was the era of mass 
totalitarian politics and total war (Hartley, 2005). Horkheimer and Adorno 
introduced  this concept ―to signal their disgust at the success of fascism, which they 
partly connected it with the use of media for propaganda and mass ideological 
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persuasion‖ (Hartley, 2005). Adorno and Horkheimer (1972) argues that the 
industrialisation of culture erodes the culture itself. 
The term, when it was introduced,  was concentrated on art and commercial media. It  
was used to refer to industrially produced commercial entertainment such as 
broadcasting, film, publishing, recorded music, visual and performing arts, museums 
and galleries (Adorno, 1975). The argument was that the cultural industries 
intentionally integrated the consumers from above by tailoring the products for mass 
consumption and they were manufacturing those products more or less according to 
the plan (Morean & Alacovska , 2012). According to this plan, as Hartley (2005) 
states that the consumer was not the king. In other words, the consumer was not the 
subject of the plan, however it was the object.  
After the first introduction of this concept by Adorno and Horkheimer in 1960‘s, this 
approach first found ground in academic area and then raised in importance in 
politics (Öztürk, 2009). In the 1970s-80s, the concept  re-entered to the scene aiming 
to ―reconceptualise the established commercial industries as cultural, and to facilitate 
urban regeneration through applied arts practices and clustering strategies‖ 
(Cunningham, 2001, p. 5 ).  As Hartley (2005) states, this time ―the term used for 
provincial promotionalism by utilising it to persuade local, state, or federal 
governments to support arts and culture for the economic benefits they produce to 
regional communities‖. As it is understood from this, up to present under the 
umbrella of ‗cultural industries‘ term,  ‗culture‘ and ‗industry‘ directed each other. 
As Cunningham (2001)  mentioned, the first use of ‗cultural industries‘ term in the 
period following 1940s took industry in the direction of culture, however the second 
use took culture in the direction of industry. 
Today ‗cultural industries‘ and ‗creative industries‘ concepts are often used 
interchangeably (Galloway & Dunlop, 2007), however it is also commonly agreed 
that the term of ‗cultural industries‘ constitutes the subset of ‗creative industries‘.  
According to UNESCO (2006), the term of ‗cultural industries‘ refers to those 
industries that ―combine the creation, production and commercialization of contents 
which are intangible and cultural in nature. These contents are typically protected by 
copyright and they can take the form of goods or services‖ (para. 4). They generally 
include printing, publishing and multimedia, audiovisual, phonographic and 
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cinematographic productions as well as crafts and design. Although crafts do not 
constitute a part of the activities covered by copyright, they are mostly  included in 
cultural industries owing to their considerable cultural value (Ministry of Culture, 
Colombia, 2007), as well as being the source for generating investment, value added 
and employment, and for contributing to exports.  
According to KEA Survey (2006), which was conducted to capture the direct and 
indirect socio-economic impact of the cultural sector in Europe,   the ‗cultural sector‘ 
is constituted of traditional art fields and cultural industries, whose outputs are 
exclusively ‗cultural‘. In view of this survey,  the scope of those industries are: visual 
arts (crafts, paintings, sculpture, photography), performing arts (theatre, dance, 
circus, festivals), heritage (museums, libraries, archeological sites, archives), film 
and video, television and radio, video games, music (recorded music performances, 
revenues of collecting societies in the music sector), books and press (book 
publishing, magazine and press publishing).  
Another definition of ‗cultural industries‘ was applied in the Symposium on Asia and 
the Pacific, in Jodhpur February 2005  (as cited in UNIDO, 2002) as follows: 
 Those industries which produce tangible or intangible artistic and creative outputs, and which have a 
potential for wealth creation and income generation through the exploitation of cultural assets and the 
production of knowledge-based goods and services (both traditional and contemporary). Cultural 
industries have in common their application of creativity, cultural knowledge and intellectual property 
to manufacture products and provide services with social and cultural meaning (p. 14) 
O‘Connor (as cited in Galloway & Dunlop, 2007)  defines the cultural industries as: 
 Those activities which deal primarily in symbolic goods – goods whose primary economic value is 
derived from their cultural value … This definition, then, includes what have been called the 
‗classical‘ cultural industries – broadcast media, film, publishing, recorded music, design, 
architecture, new media – and the ‗traditional arts‗ – visual art, crafts, theatre, music theatre, concerts 
and performance, literature, museums and galleries – all those activities that have been eligible for 
public funding as ‗art‘. (p. 21) 
2.2.2 Creative industries 
To start with, as mentioned before, creative industries include a broader range of 
activities then the core cultural industries, which encompasses the disciplines based 
on functional purposes. 
Before dealing with the origin and definitions of the concept of ‗creative industries‘,  
it is noteworthy to mention again that there are various definitions and classifications 
about this concept. Over the time, many researchers, policy-makers, non-
governmental organisations and more parties have dealt with the term adapting it 
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according to their own prospects, needs and interpretations. Therefore, meanwhile a 
great deal of critics, relevant definitions and classifications have emerged. As time 
has gone, a great deal of research and toolkits have been raised for measurement and 
mapping of those industries.  In the light of all those efforts, multiple policies have 
been set up to stimulate these industries by many policy-makers in various countries. 
To start with,  the concept of ―creative industries‖ emerged in Australia in the early 
1990s. It was first taken up at a national level by the UK‘s government.  The concept 
was an effort to change the polemic about the value of arts and culture. At that time, 
art was still seen as marginal to economic life by most of the governments and it was 
dependent on public subsidy even though was supported to some degree (British 
Council, 2010). Thus, “the  creative industries concept was given a huge boost by 
policy makers in the United Kingdom in the late 1990s when the Department for 
Culture, Media and Sport (DCMS) set up its Creative Industries Unit and Task 
Force‖ (UN, 2004, p. 4). In the process, DCMS shifted the word of ―creativity‖ a 
long way from its common usage. As a common usage it was more  associated with 
the activities having  strong artistic components. However, DCMS moved this usage 
to ―all industries based on creativity that generated or dealt in intellectual property 
(IP) (Howkins, 2002). In this case, all activities which use the source of creativity 
and producing goods with heavy reliance on intellectual property were considered as 
creative industries, where the concept remained very broad. Thus, DCMS narrowed 
the range of creative industries then to ―those industries that had an artistic or 
cultural bent, and limited then the IP (intellectual property) to copyright, 
downplaying patents, trademarks and designs. (Howkins, 2002). This time,  in the 
Creative Industries Task Force Mapping Document (2001), the creative industries 
were defined as ―activities which have their origin in individual creativity, skill and 
talent and which have the potential for wealth and job creation through generation 
and exploitation of intellectual property‖. The document mapped into the creative 
industries sector the following activities: Advertising, Architecture, Arts and Antique 
Markets, Crafts, Design, Designer Fashion, Film, Interactive Leisure Software, 
Music, Television and Radio, Performing Arts, Publishing and Software.  
This classification of DCMS was criticised by some authors such as Howkins (2002), 
and Cunningham (2001). The critique of Cunningham (2001) was the fact that the 
heritage sector was omitted in this classification in spite of its economic, creative and 
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cultural contribution. Howkins (2002) also articulated his critique by mentioning that 
―the results were problematic, according to DCMS, science was not creative. Also 
advertising was creative, but marketing was not.‖ While he was addressing the 
shortcoming of the definition made by DCMS, he made his own definition for 
creative industries as  ―an industry where brainwork is preponderant and where the 
outcome is intellectual property‖ (Howkins 2002).  According to his statement, only 
creativity itself is not a sufficient source of creative industries. There must be also a 
brainwork, which is defined in Merriam Webster Dictionary as deliberate, 
purposeful, or disciplined mental activities. According to Howkins, creativity can 
take place everywhere, but it does not mean that solely creativity will result in an 
industrial activity. Hence, he made a broad but bracing definition of ‗creative 
industries‘ as ―the sum total of four sectors- the copyright, patent, trademark and 
design industries – together constitute the creative industries and the creative 
economy‖ (Howkins, 2001, p.xiii). By this way, he brought up a broader content. 
―What looks like similar to the list to that of the UK Task Force is actually very 
significant expansion of it, as it includes all patent-based R&D in all science-
engineering-technology based sectors‖ (Cunningham, 2001, p. 3). 
Cunningham (2001) notes that even though the original definition of  ‗creative 
industries‘ made by DCMS was problematic, the introduction of this term  was a 
good attempt to show the importance of creative industries. He stated in his own 
words as: ―nevertheless, the Task Force approach valuably stresses commercial or 
commercialisable achievements or potential, and also stresses the overall strategic 
importance of the notion of the creative industries to Britain‘s export profile and 
international branding‖ (Cunningham, 2001, p. 2). 
Actually, ‗creative industries‘ term holds contrasts in itself similarly to ‗cultural 
industries‘.  In the term definition of ‗cultural industries‘, the contrasts it carried was 
very explicit. Cultural products involve cultural content specific to the nations, 
groups, or countries . When they are mass produced industrially, they loose their 
originality. Similar to this,  the notion of ‗creative industries‘ is an oxymoron,  as a 
number of scholars noted (Morean & Alacovska, 2012).  Moeran and Alacovska 
(2012) state as follows: 
 Creativity usually implies some form of individual spontaniety, a spur-of-the-moment flash of 
―genius‖ that generates something ―new‖, while ―industry‖ anticipates confirmity to rules and dogged 
reproduction of work patterns. Industry is the production of an economic good or service within the 
economy.  
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Industry is a branch of activity where the mass production occurs in order to change 
the qualification or form of a substance or power by using industrial machinery and 
other  relevant tools (Merriam Webster). In this context, standard product types are 
dealt by mass production. However, the creative industries mostly involve the 
specialised products with creative and cultural content. 
Considering various definitions of different commentators, one of the most widely 
accepted and used definition of creative industries is that of Allen Scott. According 
to Scott (as cited in Aaalbers et al., 2005), ―creative industries are, besides cultural 
services like theater productions and exhibitions in museums, also the creative 
productions in the manufacturing industry‖ (p. 3).  As Aalbers et al. (2005) mentions, 
the production of (designer) furnishing, (designer) fashion, graphic design and 
architecture specify as creative industries, however commercial services like 
advertising agencies do not fall within the creative industries. 
Caves (as cited in Wyszomirski, 2004) defines creative industries as ―industries that 
supply good and services that we broadly associate with cultural, artistic, or simply 
entertainment value. They include book and magazine publishing, the visual arts, the 
performing arts, sound recordings, cinema and TV films, even fashion and toy 
games‖ (p. 12). 
O‘Connor (as cited in Lavanga, 2004) mentions that creative industries are those 
industries which ―incorporate all branches of industry and trade that rely on 
imaginative creation and cultural innovation aimed at production, distribution and 
consumption of symbolic goods‖ (p. 9).  Lavanga (2004) points out that those 
industries are comprised of  different sub-sectors and these subsectors are strongly 
dependent on each other in terms of development of ideas and skills.   
The market-based social network definition of ―creative industries‖  of  Potts et al. 
(2008) is also noteworthy to address. They introduce a different definition on the 
basis of parameters of complex social networks. Their classification distinguishes 
from the classical industrial classification method and regards to the operation of 
those industries in a complex social network. They argue that these industries can not 
be defined in the lights of neoclassical economy where the nature of those industries 
are material inputs and outputs and demand and supply is determined according to 
the attributes of the products such as price and quality. Therefore, Potts et al. (2008) 
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bring up a  new market-based definition where both demand and supply operate in 
complex social networks. In their own words: 
 The creative industries are the set of economic activities that involve the creation and maintenance of 
social networks and the generation of value through production and consumption of network-valorized 
choices in these networks. (para. 24) 
According to Potts et al. (2008), the choices about both production and consumption 
are predominantly shaped by feedbacks from social networks, thus, other people‘s 
preferences have commodity status over a social network. 
After providing different definitions and classifications of  the concept of ‗creative 
industries‘, it can be understood that the concept has been put forward mostly to 
attract the attention on ―creativity‖ in order to benefit from it economically. Despite 
the shortcomings of the certain definitions, their common benefit is that they stress 
the economic value of the those industries and attract the attention of policy-makers 
on this topic. As also stated in UNCTAD Report (2004)  ―…the designation marks a 
historical shift in approach to potential commercial activities that until recently were 
regarded purely or predominantly in non-economic terms‖ (p. 4).  
2.2.2.1 Classification models  
To start with, it is not discussed in this study which classification method of creative 
industries is the most appropriate one or which one is problematic. Analysing the 
shortcomings or strengths of various definitions and classifications does not fall into 
the scope of this study. However, different classifications will be given to understand 
the approach from different aspects. 
As indicated earlier, the original concept of ―creative industries‖ was introduced by 
the Department for Culture, Media and Sport (DCMS) in the UK in 1998. ―It was the 
first systematic attempt anywhere to measure the creative industries on a national 
scale‖ (British Council, 2010, p. 18). Herein, firstly the chart of a comparative 
classification of creative industries made by UNCTAD Creative Economy Report 
(2010), which includes also the DCMS categorisation, will be presented.  
UNCTAD  prepared a chart for classification of creative industries including four 
various models. Each model is making the classification according to the 
assumptions about the purpose and mode of operation of those industries. Short 
explanations of each model will be given here starting with DCMS Model. Firstly as 
a summary, the classification table is presented below: 
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Table 2.1 : Classification systems for the creative industries derived from different 
                    Models, (UNCTAD, 210). 
 
According to the model of  UK DCMS, ―creative industries‖ are defined as those 
requiring creativity, skill and talent, with potential for wealth and job creation 
through the exploitation of their intellectual property and include advertising, 
architecture, the art and antiques market, crafts, design, designer fashion, film and 
video, interactive leisure software, music, the performing arts, publishing, software 
and computer games, television and radio  (DCMS, 2001).  
Another type of a classification model, ‗Symbolic texts model‘ derives from ―the 
critical-cultural studies tradition as it exists in Europe and especially the United 
Kingdom‖ (UNCTAD, 2010, p. 6). This model focuses on the popular culture and 
according to this classification culture of a society is formed and transmitted via the 
production, dissemination and consumption of symbolic texts or messages, which are 
conveyed by means of various media such as film, broadcasting and the press. It 
splits into three main categories as core cultural industries, peripheral cultural 
industries, and borderline cultural industries.  
According to ‗Concentric circles model‘, the creative ideas emerge in the core 
creative arts in the form of sound, text and image and  these ideas diffuse outwards 
through a series of layers or ―concentric circles‖ with the proportion of cultural to 
commercial content decreasing as one moves further outwards from the centre. It is 
1.UK DCMS model 2.Symbolic texts model 3.Concentric circles model 4.WIPO copyright model
Advertising a.Core cultural Industries a.Core creative arts a.Core copyright industries
Architecture Advertising Literature Advertising
Art and antiques market Film Music Collecting societies
Crafts Internet Performing arts Film and video
Design Music Visual arts Music
Fashion Publishing Performing arts
Film and video Television and radio b. Othercore cultural industires Publishing
Music Video and computer games Film Software
Performing arts Museums and libraries Television and radio
Publishing b. Peripheral cultural industries Visual and graphic art
Software Creative arts c.Wilder cultural industries
Television and radio Heritage services b.Interdependent copyright industires
Video and computer games c.Borderline cultural industries Publishing Blank recording material
Consumer electronics Sound recording Consumer electronics
Fashion Television and radio Musical instruments
Software Video and computer games Paper
Sport Photocopiers, photographic equipment
d.Related industries
Advertising c. Partial copyright industries
Architecture Architecture
Design Clothing, footwear
Fashion Design
Fashion
Household goods
Toys
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categorised as four main fields as core creative arts, other core cultural industries, 
wider cultural industries, and related industries (UNCTAD, 2010). 
―‗WIPO copyright model‘ is based on industries involved directly or indirectly in the 
creation, manufacture, production, broadcast and distribution of copyrighted works‖ 
(UNCTAD, 2010, p. 6). Industries which actually produce the intellectual property 
and those that convey the goods and services to the consumer are distinguished in 
this model. This model has three sub-categories as core copyright industries, 
interdependent copyright industries, and partial copyright industries. The industries 
where intellectual property is only a minor part of their performance are described as 
‗partial‘ copyright industries (UNCTAD, 2010). 
The UNCTAD approach introduced a classification by distincting the ―upstream 
activities‖ (traditional cultural activities such as performing arts or visual arts) and 
―downstream activities‖ (much closer to the market, such as advertising, publishing 
or media-related activities). According to this classification, creative industries were 
divided into four broad groups which are heritage, arts, media and functional 
creations (UNCTAD, 2010). 
a) Heritage: Cultural heritage is identified as the origin of all forms of arts and the 
soul of cultural and creative industries. It is the starting point of this classification. 
Heritage brings together cultural aspects from the historical, anthropological, ethnic, 
aesthetic and societal viewpoints, influences creativity and it is the origin of a 
number of heritage goods and services as well as cultural activities. This group is 
divided into two subgroups: 
– Traditional cultural expressions: art crafts, festivals and celebrations 
– Cultural sites: archaeological sites, museums, libraries, exhibitions, etc. 
b) Arts. This group includes creative industries based purely on art and culture. 
Artwork is inspired by heritage, identity values and symbolic meaning. This group is 
divided into two large subgroups: 
– Visual arts: painting, sculpture, photography and antiques 
– Performing arts: live music, theatre, dance, opera, circus, puppetry, etc. 
c) Media. This group covers two subgroups of media that produce creative content 
with the purpose of communicating with large audiences  
– Publishing and printed media: books, press and other publications 
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– Audiovisuals: film, television, radio and other broadcasting. 
4. Functional creations: This group comprises more demand-driven and services-
oriented industries creating goods and services with functional purposes. It is divided 
into the  following subgroups: 
– Design: interior, graphic, fashion, jewellery, toys 
– New media: architectural, advertising, cultural and recreational, creative research 
and development (R&D), digital and other related creative services (UNCTAD, 
2010). 
The summary of this classification model is represented in the figure below: 
 
Figure 2.1 : UNCTAD classification of creative industries (UNCTAD, 2010). 
As an example of another classification model, KEA European Affairs (KEA) 
prepared a model for creative industries in 2006 for the European Commission,  
suggesting  that the ‗creative sectors‘ were distinguishable with their characteristics 
that culture becomes a ‗creative‘ input in the production of non-cultural goods (KEA, 
2006). According to this definition, ‗the creative sectors‘ include activities such as 
design (fashion design, interior design, and product design), architecture, and 
advertising. In this method,  creativity  is considered as the use of cultural resources 
as an intermediate consumption in the production process of  non-cultural sectors, 
31 
and thereby as a source of innovation (KEA, 2006).  The model is categorised in four 
main titles as core arts field and cultural industries as the first circle group; creative 
industries and activities as the second  circle group; and the related industries as the 
third circle group. Here, the categories of core arts field and the first circle group  is 
considered as cultural sector, whereas second and third circle groups  are considered 
as creative sectors. The overall categorisation including each sub-sector is 
represented in the following table: 
Table 2.2 : The Classification of Creative Industries of KEA (2006). 
 
 
 
SECTORS SUB-SECTORS CHARACTERISTICS
Visual arts
Crafts-              
Paintings-Sculpture-
Photography
● Non industrial activities.
Performing arts
Theatre-Dance-Circus-
Festivals.
Heritage
Museums-Libraries-
Archaeological sites-
Archives
Film and Video ● Industrial activities aimed at massive reproduction.
Television and radio ● Outputs are based on copyright.
Video games
Music
Recorded music market-
Live music 
performances-revenues 
of collecting societies in 
the music sector
Books and press
Book publishing-
Magazine and press 
publishing
Design
Fashion design, graphic 
design, interior design, 
product design
● Activities are not necessarily industrial, and may be 
prototypes.
Architecture
● Although outputs are based on copyright, they may include 
other intellectual property inputs (trademark for instance).
Advertising
● The use of creativity (creative skils and creative people 
originating inthe arts field and in the field of cultural 
industries) is essential to the performances of these non 
cultural sectors.
● This category is loose and impossible to circumscribe on 
the basis of clear criteria.                                                                
It involves many other economic sectors that are dependent 
on the previous "circles", such as the ICT sector.
● Output are prototypes and "potentially copyrighted works" 
(i.e. These works have a high density of creation that would 
be eligible to copyright but they are however not 
systematically copyrighted, as it is the case for most craft 
works, some performing arts productions and visual arts, etc).
PC manufacturers, 
MP3 player 
manufacturers, mobile 
industry, etc…R
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2.2.3 Differences between cultural and creative industries  
The concepts of ‗creative industries‘ and ‗cultural industries‘ have been often  used 
interchangeably, although some specific differences between them do exist.   
According to Galloway & Dunlop (2007), there is little clarity and official 
explanation about the difference between the two terms. However there are also 
some explicit and common agreed differences between those two concepts. 
To start with, the term of creative industries encompasses a broader range of 
activities than the cultural industries. From this point of view, the term of  ‗creative 
industries‘ have been the continuity of  the term of ‗cultural industries‘. Flew (2002) 
also states that there is a strong connection and continuity between two approaches. 
One of the main distinction between them is that the ‗cultural industries‘ term 
emerged to refer to art (visual and performing arts, museums and galleries) and 
commercial media, however ‗creative industries‘ term took these sectors to a broader 
scope involving broader applications of creativity. Cunningham (2001) states as 
follows: 
 There are undoubted continuities between cultural and creative industries, but I would posit that the 
trend differences can be summed up as creative industries is trying to chart an historical shift from 
subsidized ―public arts‖ and broadcast era media, towards new and broader applications of creativity. 
(p. 6) 
He also addresses the difference between them by mentioning as: ―it can claim to 
capture significant ‗new economy‘ enterprise dynamics that such terms as ‗the arts‘, 
‗media‘ and ‗cultural industries‘ do not (Cunningham, 2001, p. 1).  
Another difference is that the creative industries are more global and regional than 
the cultural industries which consisted typical public broadcasting systems, flagship 
art companies and etc. where mass production takes part. However, ―the 
characteristic organisational mode of creative industries  is the micro-firm to small to 
medium-sized enterprise (SME) relating to large established distribution/circulation 
organisations‖ (Cunnningham, 2001, p. 6). 
The Work Foundation (2007) also refers to the difference of two terms as follows: 
 The cultural industries, in the strict sense of the term, constitute a ‗creative core,‘ since they can be 
conceptualized as dealing with ‗pure expressive value‘—with or without state support. Cultural 
industries construct their business models principally upon commercialising acts of origin of 
expressive value and consist of film, publishing, music, the performing arts and video games. The 
‗creative industries,‘ in the strict sense, including design, architecture and advertising, are ‗second 
cousins‘ to these cultural industries in that what they produce has a high degree of both expressive and 
functional value.  
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Lavanga (2004) also shows the distinction of creative and cultural industries from the 
point of urban impact stating as ―the creative industries do not produce culture for 
culture‘s sake and do not target essentially cultural consumers, but they are more 
clearly driven by a commercial motive‖ (p. 13). 
2.3 Nature of Creative Industries 
Creative industries differ from traditional industries in terms of their specific features 
and characteristics. The creative economy has a special nature ―including its 
intangible assets, licensing processes, entrepreneurial and management principles, 
forms of regulation and significant (in some cases total) reliance on intellectual 
property‖ (UNCTAD, 2004, p. 3).  All these elements make the structure and the 
operations of those industries more complex. In this section, after providing some 
information about general characteristics of creative industries, some of the most  
distinctive characteristics will be dealt in a greater detail. They include small-scale 
firm structures, challenges of those industries, expressive value they inhold, and 
creative business dynamics. 
2.3.1 General characteristics 
Creative industries have numerous specific characteristics different than other sectors 
in the economy. To start with, the institutional characteristics of creative industries 
are summarized in UNCTAD  Report (2004)  as given below: 
 Combinations of very large firms co-exist with clusters of smaller firms to 
help improving the risky conditions  and obtain flexibilities. 
 Corporate strategies concentrate on protecting rents right through the 
copyright, but also through other ways of organizing the value chain. 
 Economies of agglomeration resulting from close familiarity with products, 
            experimentation and learning effects give rise to local clustering. 
 Highly differentiated products are produced using transferable skills.  
One of the prominent general characteristic of these industries is that creative 
products or services depend on consumer tastes and demands as ‗experience‘ goods. 
They entail a high level of uncertainty in terms of consumer acceptance (KEA, 
2006). As Hartley (2005) states ―creative industries are the commercial, or 
commercialisable applications of creativity within a democratizing ‗republic of 
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taste‘‖ (p. 18). Highly differentiated products exist as the outputs of creative 
industries with almost infinite options for all specific  tastes of consumers.  
As mentioned before,  creative industries incorporate the activities which have the 
potential for wealth and job creation via generation and exploitation of intellectual 
property. These industries earn their profits from the generation of intellectual 
property (IP). ―Intellectual property (IP) refers to creations of the mind: inventions, 
literary and artistic works, and symbols, names, images, and designs used in 
commerce‖ (WIPO). ―Intellectual property law is the catalyst that transforms creative 
activity into creative industry. It protects the creator‘s ownership of ideas in the same 
way that other laws protect the right to the ownership of goods, land or buildings‖ 
(British Council, 2010, p. 12). By this way, the inventor of a new product or process 
has the opportunity to benefit from his creative ability and protect his work or 
invention. IP is divided into two categories as industrial property and copyright. 
Industrial property includes inventions (patents), trademarks, industrial designs, and 
geographic indications of source. Copyright includes literary and artistic works such 
as novels, poems and plays, films, musical works, artistic works such as drawings, 
paintings, photographs and sculptures, and architectural designs  (WIPO). 
One of the important feature of creative industries  is that they are often highly 
innovative, but their innovative capabilities vary from traditional sense. These 
industries‘ innovativeness may rely more on the variety of inputs such as artistic and 
design rather than scientific discovery and R&D (Gertler & Vinodrai, 2006). 
The creative industries sector lies at the crossroads between the art, business and 
technology. Technology constitutes a very important position where ―the marriage of 
technological application and intellectual capital provides the main source of wealth 
in this sector‖ (UNCTAD, 2004, p. 4).  As mentioned in the UNCTAD Report 
(2004), continuous learning and a high degree of experimentation are key to achieve 
a sustainable growth in those industries, and yet technology-centered industries such 
as software programming and video games enjoy the highest growth rates. 
Another feature lies in the nature of creative industries, is that  there is a constantly 
shifting production in the form of constant renewal of goods and services. ―Cultural 
production involves experiments and prototypes. As soon as it is offered, a cultural 
production tends to give way to another cultural product‖ (KEA, 2006, p. 166). 
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The last important point about creative industries is that although they share many 
common supportive elements such as ideas often with  strong aesthetic components 
and generating intellectual properties, each creative industry differs from one to 
another in a wide range of aspects such as their relationships with markets, the nature 
of their distribution channels and intellectual property rights (Sunley et al., 2008).  
For instance, industrial design items have different elements than movies in terms of 
many operations including the way of content creation, marketing  to the consumer 
or distribution of the products. 
2.3.2 The challenges of creative industries 
Creative industries contain various challenges due to the complex structure of their 
nature. In the first instance, they hold risks and uncertainties about the economic 
outcomes of their activities such as uncertainty on demands for their products or 
existence of infinite varieties leading pressure on competition. Thus, creative content 
producers  need to be prevented to minimize the risks they face with in order to 
unleash their creativity in form of tangible products or services successfully. 
According to Flew (2002),  the presence of the risk and uncertainty has provided one 
reason for public funding of creative activities. By spreading and sharing the risk by 
means of specific fundings or other types of policies initiated by governments or 
other organisations, the creative producers are being guaranteed under the foregoing 
risky environment. 
The nature of cultural and creative industries are far more different than the 
traditional industries or service industries due to their specific characteristics. 
―Cultural and creative enterprise would typically regard itself as further up the food 
chain from the service industries, given the characteristics of authoral signature, 
innovation, and risk involved in its production‖ (Cunninham, 2001, p. 7). The 
intellectual property, innovation and creativity are the main sources for creative 
industries which makes them different than the service industries, therefore they face 
with different type of challenges. For instance,  the products of creative industries are 
subject to unpredictable and changing tastes by shifts in fashion and new 
technologies, so there is a high degree of uncertainty in their markets (UNCTAD, 
2004).  That uncertainty brings the risk. The producers do not have deep knowledge 
about which products will be of value, so they need to experiment to discover them. 
36 
While doing this, they need to produce specialised  products  rather then standard 
ones in order to reduce the risk. (Potts et al., 2008). Therefore, higher part of effort in 
those industries goes to researching and shaping those tastes. (UNCTAD, 2004) 
Caves (as cited in Flew, 2002; Cunningham, 2001; Andari et al., 2007) identified  
seven elements of creative industries, reinforcing the demonstration of their existing 
challenges: 
a) Nobody knows, demand is uncertain: 
Creative products are mostly ―experience goods‖ which the consumer does not have 
a prior knowledge to consumption and the satisfaction is subjective (Cunninham, 
2001). The value of the creative outputs can only be known after they have been 
consumed or experienced.  Even after experience and consumption the quality may 
not be understood. In this context, Louis Levy-Garboua and Claude Montmarquette 
(as cited in Andari et al., 2007) points out as follows: 
Consumers are not aware of their true tastes in cultural markets. Rather they discover them through 
repeated experiences in a sequential process of unsystematic learning by consuming. Because there is 
an infinite variety of creative offerings, this discovery process may, in effect, be never-ending. And to 
the extent that individuals are unsure of what they like, it is not surprising that producers of goods of 
expressive value struggle to anticipate market value. (p. 99) 
b) Art for arts sake / Creative workers care about their product 
The satisfaction of  creative producers from their work is more in a non-economic 
form (Cunninham, 2002). The people who work in creative industries get pleasure 
from what they do. Thus, considering the wages, ―the lowest they are prepared to 
work for – are lower than the marginal value of what they produce, making labour 
particularly cheap‖ (Andari et al., 2007, p. 102). This may lead the discourage the 
employer or top management to provide financial  motivation. On the other hand, the 
creative original work is essential for those sectors, but the required general business 
and economic activities such as basic accounting and marketing are also vital 
(Cunninham, 2002).  In this case, solely acting with the motive of ―art for art‘s sake‖ 
may lead deficiency for the business. 
c) Motley crew /some products require diverse skills 
The creative team should have diverse skills. The nature of  creative production 
process requires this diverse set of skills. ―The complex creative products require a 
diversity of input; a mix of the highly creative together with more humdrum skills 
and inputs that /complicates the organisation of creative activity‖ (Andari et al., 
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2007, p. 102). In this case, selecting of appropriate team members and maintaining 
their coordination and cooperation may be difficult. 
d) Infinite variety/ differentiated products 
The products of creative industries are almost in infinite variety. This leads pressure 
for competition and makes it even tougher. 
 e) A list/B list/vertically differentiated skills 
Artist‘s skills are differentiated; artists are ranked by their skills, originality, and 
proficiency in creative processes and/or products. Therefore small differences in 
skills and talent may yield huge differences in (financial) success (Cunningham, 
2001). 
 f) Time flies/ Time is out of the essence 
The creative production requires more flexible timing than other industries, however 
there is a need to coordinate diverse creative activities within a relatively short and 
often finite time frame (Flew, 2002). 
g) Ars longa/durable products and durable rents  
Some creative products have durability aspects that invoke copyright protection, 
allowing a creator or performer to collect royalties (Andari et al., 2007). 
Apart from Caves‘ articles, Potts et al. (2008), who deal with the concept of ―creative 
industries‖ from a market-based social network point, address the importance of 
complex social networks. He states that ―the creative industries rely on word of 
mouth, taste, cultures, and popularity, such that individual choices are dominated by 
information feedback over social networks rather than innate preferences and price 
signals‖ (Potts et al, 2008, para. 8). Those industries  proceed in terms of individual 
choice of others‘ individual choice in the context of a complex social system. Since 
in creative industries novelty factor carries uncertainity and risk, the choices of other 
people carry information and the others‘ preferences have a commodity status. 
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2.3.3 The prominent features of creative industries 
2.3.3.1 Expressive value 
‗Expressive value‘ is a common fundamental factor which all creative industries 
possess in their products or services. Each sector generate ideas in the form of 
‗expressive value‘ which they can commercialise those ideas by turning them to 
tangible products or services. ―All of creative and cultural industries combine 
cultural expression and creativity with material production, tradable goods and, to a 
greater or lesser extent, market-based consumption‖ (Montgomery, 1996, as cited in 
Montgomery, 2005, p. 340). The revenues of those industries are mostly originated 
by commercialising ‗expressive value‘ and a greater part of their commercial 
turnover is based on this ‗creative origination‘ (Andari et al., 2007).  This feature 
attributes a special characteristic to creative industries comparing to traditional ones.  
Expressive value, as can be understood simply from the word meaning itself, is the 
expression of ideas.  Value- expression function of attitudes is ―a function that allows   
to individual to express his or her self concept. The value-expressive function is 
served by the attitudes that demonstrate one‘s self image to others. (American 
Marketing Association) In the broadest sense, expressive value  enlarges cultural 
meaning and understanding. Professor David Throsby (as cited in Andari et al., 
2007) has classified the following dimensions of expressive value in which the 
creative industries incorporate  : 
a) Aesthetic value: the value which reflects beauty, harmony and form alongside 
other aesthetic characteristics. 
b) Spiritual value: whether secular or religious, the exploration for spiritual meaning 
shared by all human beings. The benefits derived from spiritual value include 
understanding, insight and awareness. 
c) Social value: an important aspect of artistic work is its feature prevents the 
isolation of it from the society. It explicates the character of the society that we live 
in and creates a context in which relationships and identities can thrive. 
d) Historical value: Shows the importance of artistic outputs is that they offer a 
unique snapshot of conditions at the time they were created and, in this way, provide 
clarity and a sense of continuity with the present. 
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e) Symbolic value: Expressive objects are storages of meaning. To the extent that 
individuals extract meaning from a work, that work‘s symbolic value will lie in the 
meaning conveyed by the work and its value to the consumer. 
f) Authenticity value: this underlines the fact that the work is the real, original and 
unique artwork which it is represented to be.(Andari et al., 2007)   
2.3.3.2 Small scale firm structure 
In today‘s new economy, in order to respond the changing tastes, needs and the 
preferences of consumers, tailor-made production becomes requirement. In other 
words, mass production is replaced by small scale production. Leadbeater (as cited in 
Flew, 2002) addresses the link between creative industries and ‗new economy‘ 
dynamics in content creating and distribution profiles. The profile of content creation 
area is comprised of more micro-business and SME‘s, while the realisation of 
commercial value of those creative activities are held by large cultural organisations 
both public and private using international distribution networks. In words of 
Leadbeater, (as cited in Flew, 2002)      
 Creative industries, such as music, entertainment and fashion, are driven…not by trained 
professionals but cultural entrepreneurs who make the most of other people‘s talent and creativity. In 
creative industries, large organisations provide access to the market, through retailing and distribution, 
but the creativity comes from a pool of independent content producers. (p. 8) 
Thus, in creative industries all type sized firms have their own functions. While the 
large corporations enable distribution, the content is created generally by small size 
firms. However, to point out the significance of the core creative activity operations 
which is content creation, the SME‘s become prominent in that process.      
Small-scale firms operating in creative industries have some disadvantages besides 
opportunities. Creative industries are considered to be more flexible and independent 
than large ones in terms of consisting of small-scale firms. However, these small 
firms also have less access to technological information, are constrained by available 
resources and face high training costs. In order to overcome these problems, they 
tend to cluster, by this way ―they can benefit from competitive advantage derived by 
obtaining efficiency gains that a small firm may not manage on its own‖ (Wu, 2005). 
2.3.3.3 Clusters 
Creative activities often take place in clusters, creative firms tend to work in close 
proximity. As a definition in the simplest term, clusters are ―geographic 
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concentrations of interconnected firms and institutions in a particular industry or 
sector‖ (Wu, 2005, p. 2). Porter (as cited in Tay, 2005) defines clusters as 
―geographic concentrations of interconnected companies, specialised suppliers, 
service providers, firms in related industries, and associated institutions (eg. 
Universities, standards agencies, trade associations) in a particular field that compete 
but also cooperate‖. 
Firms as part of clusters, locate near one another to benefit from a common pool of 
labor, knowledge, and creative ideas. Clusters provide advantages in making use of 
others‘ knowledge and establishing integrated services and markets. By this way, 
clusters promote both cooperation and competition. According to Wu (2005), 
clusters provide a collective efficiency such as engaging in collaborative marketing. 
On the other hand more importantly, geographical concentration or clustering 
appears as a good way to reduce the risks linked to the nature of cultural and creative 
industries such as constantly shifting production and uncertainty (KEA, 2006).  
UN defines creative clusters as ―a combination of production and distribution 
activities operating within a common structure, capable of promoting creativity, 
research applications and distribution systems and sponsored by both private and 
public financing‖ (UNIDO, 2002, p. 17).   
―Clusters promote innovation by making all the firms more quickly aware of new 
opportunities and enhance the capacity for rapid and flexible responses to those 
opportunities‖ (Porter 2000, as cited in Tay 2005). Within the clusters, competition is 
a driving force of innovation, rather than a negative issue for the firms. In other 
words competition is not  ―destructive‖ and it exists together with a certain degree of 
co-operation of some production processes. By this co-operation, a district can be 
highly competitive and culturally connected at the same time.  Apart from this,  trust 
is crucial among creative clusters. Individual producers or workers within the cluster 
agree with the idea that sharing information or resources would not lead to a 
competitive disadvantage for themselves, in the contrary it would help to stimulate 
the success of collective gains.  (Lavanga, 2004) 
Sölvell (as cited in Türkcan et al., 2009) defines the clusters as: 
 Clusters provide an environment that is conducive to innovation and knowledge creation. Regions 
with strong cluster portfolios are innovative leaders…. Globalization has increased the need to 
combine strong internal dynamics within clusters with solid linkages to clusters and markets located 
elsewhere. (p. 3) 
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The elements of a cluster can include suppliers of specialised inputs, providers of 
specialised infrastructure, producers of complementary products and services, 
specialist customers, and universities and research institutions that provide specialist 
knowledge, training, information, education and technical support. New York‘s 
‗Silicon Alley‘ and the San Francisco Bay Area‘s ‗Silicon Valley‘ are two examples 
of clusters in high-tech sector. In addition, Californian wine industry, the Italian 
leather fashion industry, the German chemicals industry, and the Hollywood film 
industry are all representatives of clusters (Flew, 2002). The lighting producers in 
Şişhane region in Istanbul represents a cluster example from Turkey.  
Besides all preceding opportunities that clusters provide such as the minimizing 
costs, sharing the common technology and labor; another very important benefit of 
clusters appears as the easy and intimate interaction opportunities that it provides. As 
Pratt (as cited in Kolenda & Liu, 2012) states: 
…despite the fact that traditional reasons for agglomeration—e.g., the minimization of transaction 
costs—are not applicable, spatial proximity was very important to this industry because of the desire 
for ―face-to-face communication of a formal and informal, planned, chance, and serendipitous nature. 
(p. 490) 
2.3.3.4 Dynamics of creative business 
Creative sectors have specific dynamics and advantages in their business structure 
and operations. For instance, considering  job generation, they provide both high-
paying and entry-level jobs, mostly with an interesting and satisfying working 
environment. Barriers to entry for business in those industries  are lower than 
elsewhere due to the fact that  needed assets, financial support, skills, inputs and 
employees are often available locally, within clusters. Moreover, there is a chance for 
those industries to attract the best talents and skills with a growing concentration 
signals opportunity  (Wu, 2005).      
―Creative businesses, driven as they are by ideas and creativity, do not necessarily 
need access to large sums of capital or natural resources‖ (British Council, 2010, 
p.22). Creativity as a source is the ultimate capital for a business to generate 
economic profit. Thus, the entries for a business in creative industry sector is easier 
than the other sectors.   
Another feature of the creative businesses is that those industries concentrate on 
economies of scope rather than economies of scale. To shed some light on these 
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terms, ―economies of scale are characterized by large firms who enjoy advantages of 
large scale production‖ (Jong, 2011). Those large firms reduce the average costs 
associated with increasing the scale of production for a single product type      
(Teece, 1980). Production of tap waters can be an example for economies of scale. 
To produce tap water, the water companies had to invest in a huge network of water 
pipes stretching throughout the country. The fixed cost of this investment is very 
high. However, since they distribute water to over 25 million households it brings the 
average cost down ( Economicshelp).  On the other hand ―economies of scope are 
characterized by multiproduct firms which are aiming for savings that may be gained 
by producing two or more distinct goods, when the cost of doing so is less than that 
of producing each separately‖ (Goshal, 1987, as cited in Jong, 2011 ).  In other 
words, economies of scope generate advantage for the firms producing specialised 
products or services encompassed creativity and knowledge. ―Economies of scope 
make product diversification efficient if they are based on the common and recurrent 
use of proprietary know-how or on an indivisible physical asset‖ (Teece, 1980).  
Regarding to this, in creative industries economic advantage is sought in economies 
of scope rather than economies of scale (Lavanga, 2004). 
Lastly,  ―creative industries are typically labour-intensive; their organisation model is 
rather the network interaction of micro and small producers than the supply-chain 
hierarchy of fordist industries‖ (Lavanga, 2004, p. 13). This shows the difference of 
working organisations of creative industries than the traditional sectors.  When the 
working conditions are examined, at corporate level there is a destruction of 
standardization of the working procedures. By this way, the corporate relationships 
inside the company also differs than other traditional sectors towards being more 
flexible. Everybody in the company contributes to the exploration of the unknown in 
a creative industry. ―Consequently, the routine work is replaced by creative work and 
therefore innovation is the key of success‖ (Ramona, 2011, p. 266). 
2.3.4 Benefits of creative industries 
Creative industries provide numerous benefits with contribution to social and 
regional development such as contributing to urban regeneration and bringing 
communities and people together through shared experiences. Besides, those 
industries add value to other sectors and industries, particularly through design, 
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advertising and branding (British Council, 2010, p. 18), so they are in interaction 
with the other sectors of economy. Cultural and creative industries create  expressive 
value and turn it to tangible products or services. Other parts of economy such as 
manufacturing and services sectors  benefit from those outputs which incorporate 
expressive value and generated by the creative industries. For instance, as presented 
in the figure below, emotional ergonomics of Apple ipod or Dyson vacuum cleaner is 
an example of expressive value (Andari et al., 2007). 
 
Figure 2.2 : A stylised typology of creative industries (Andari et al., 2007) 
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Figure 2.3 : Dyson DC39 Vacuum Cleaner (Dyson) 
Particularly in the knowledge economy, there is an increasing dependence on 
creatively originating new outputs and experiences (Andari et al., 2007).  
Furthermore,  these industries are considered as being an important source of 
innovation with creative work they produce, but they can also enhance the innovative 
capacity of other industries (Sunley et al., 2008).  
Considering the economic benefit of creative industries, these industries have been 
contributing to economic growth increasingly. For instance they were the fastest 
growing sector of UK economy in 2001 with a 5% growth rate which was twice the 
rate of total economy.  In Austria, creative industries are comprised of 30,000 
businesses, and they are growing at a rate of 30% per year.  (UNIDO, 2002). 
Alongside the economic benefits of creative industries, they promote social 
inclusion, increase quality of life, cultural diversity, human development and 
environmental improvements. They provide personal development opportunities by 
educations and trainings; providing recreation opportunities and assisting human 
development by providing cultural activities as well as public design. 
Apart from preceding benefits, ―there is a strong relationship between the presence of 
creative and cultural industries and regional prosperity. Regions with high 
concentrations of creative and cultural industries have Europe‘s highest prosperity 
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levels‖ (Europa Innova, 2011, p. 5).  The figure below demonstrates that the regions 
with above average concentrations  of Europe‘s creative and cultural industries 
employees are generally have higher economic prosperity. 
 
Figure 2.4 : Creative and cultural industries concentration and regional prosperity      
                    (Europa Innova, 2011).                               
Creative industries enable social cohesion and cultural diversity via providing new 
work opportunities for socially excluded people; strengthening communities, and 
providing  grounds for minority communities to assess the value of their heritage and 
use it as deriving economic and social benefit. Apart from that,  considering 
environmental issues, these industries are often associated with high quality 
environmental and social responsibility (UNIDO, 2002). 
Creative industries have also significant benefits on national-level. They are 
important both for mature and developing countries. The competitiveness of mature 
economies depends on quality of their work which is generated by using their 
creative, knowledge and technological capability. In other words, their 
competitiveness relies less on price, comparing to developing economies. However, 
the creative industries also offer potential benefits to developing economies. Those 
countries which also wish to shift from the type of economy where they compete 
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solely on price by providing cheap labor, to the other type of economy where it is 
possible to gain competitive advantage via exploiting creative resources (British 
Council, 2010). In this context, creative industries can be drivers for economic 
development which leads to balance between the rich and poor countries, since 
‗creativity‘ as a resource does not only pertain to developed economies. As stated in 
UNCTAD Report (2004), ―creativity, more than labour and capital, or even 
traditional technologies, is deeply embedded in every country‘s cultural context. 
Excellence in artistic expression and abundance of talent, along with openness to 
new influences and experimentation, are not the privilege of rich countries‖ (p. 3).  
Therefore, the creative potential in emerging economies can be revealed for new 
opportunities, wealth creation and increasing their share in the world trade 
(UNCTAD, 2004). 
2.4 The Impact of Economic Trends On Creative Industries 
Economic trends and dynamics have strong impacts on the operations and value 
chains of creative industries. The technological developments which  have came out 
by the knowledge economy;  the dynamics of the new economy such as changes in 
the modes of economic activities like production, consumption, distribution,  and 
work environments; the rise of the service industry all have incremental effects on  
operations of creative industries.  With respect to this, Flew (2002)  relates the 
development of creative industries to three trends. First,  it is connected to the 
development of cultural industries and the policies for cultural development. Second, 
it is linked to the rise of the knowledge-based economy where the ‗creativity‘ is in 
strong  relation with the information and knowledge. Third trend is the shift from 
manufacturing to service sector which is named as the ‗new economy‘.  
Similarly, Thorsby (2001) also relates the creative and cultural industries to 
technological developments.  According to Thorsby (as cited in Öztürk, 2009), the 
concept of  ‗creative industries‘  is a product of technological change of the 21st  
century, whereas the classic cultural industries were born within the technological 
developments of the 20th century. The definition of cultural industries which were 
concentrated on art and commercial media, changed with the evolution of internet 
and digitalisation in this century. Thus, the ‗cultural industries‘ term have started to 
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be called with ‗creativity‘ resulting in the emergence of the term of ―creative 
industry‖ (Öztürk, 2009). 
According to Hartley (2005), the concept of ‗creative industries‘ evolved in 
interaction with some other terms both in long-term and immediate.  In the long-
term, it has evolved from previous conceptualization of the ‗creative arts‘ and  
‗cultural industries‘ going back to eighteenth century.  More immediately, the 
concept arose from recent changes in technology and the world economy (p.5). 
Raising of ICT, rapid technological improvements, and globalisation all brought up 
incremental changes in daily lives of human beings and operation modes of 
economic activities.  Hartley (2005) links the evolution of the concept of ‗creative 
industries‘ with all these foregoing factors. It‘s not only Hartley who linked the 
evolution of the concept to a considerable amount of changes and developments that 
world economy has been facing. Castells (as cited in Flew, 2002) also argues that 
―the term of ‗creative industries‘ is linked to the dynamics of the ‗new economy‘, 
whose form is increasingly informational, global and networked‖ (p. 2). Thus, one 
can say that creative industries are in strong  relation and interaction  with the 
changing economic and technological developments.  
2.4.1 Knowledge based economy 
As the differences between the concepts of ‗creative industries‘ and ‗cultural  
industries‘ have been dealt earlier in this study, the view is dominant that those 
differences mostly derive from technological change. Technological developments 
and the internet have provided ground for differentiating those concepts. According 
to Cunningham (as cited in Galloway & Dunlop, 2007), ―the latest phase of 
technological change including the World Wide Web and digitalisation has 
overtaken the old concept of the ‗cultural industries‘, which was focused on the ‗arts‘ 
and the commercial media (film, broadcasting, music)‖ (p. 19). 
Considering the fundamentals of the knowledge economy, the rapid technological 
improvements, and the new communication and information tools led the economy 
change in a way that ―the competitive advantage is increasingly derived from 
investment in intangibles, particularly information‖ (Galloway & Dunlop, 2007, p. 
25). As Gullary and Dunlop (2007) states, abandonment of the term ‗cultural‘ in 
favour of  ‗creative‘ industries is significant within a ―knowledge economy‖ context. 
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Therefore, providing a comprehensive information about the knowledge economy is 
required in order to understand the evolution of creative industries and how it 
differentiated from cultural industries.  
Developed countries have shifted to knowledge economy in late 1900‘s. 
‗Knowledge‘ became the source of all economic  activities from production to 
consumption,  resulting in technological improvements which enhance the economic 
development. ―Knowledge, as embodied in human beings (as ‗human capital‘) and in 
technology,  has always been central to economic development‖ (OECD, 1996, p. 9). 
Drucker (as cited in Florida, 2004), who outlined the rise of  ‗knowledge economy‘ 
sees ‗knowledge‘ as an ultimate resource of economy stating  as  ―the basic 
economic resources –‗the means of production‘, to use the economist‘s term is no 
longer capital,  nor natural resources…nor ‗labor‘. It is and will be the knowledge‖ 
(p. 44).  Going one step further,  Florida (2004) sees  ‗knowledge‘ and ‗information‘ 
as the tools and materials of creativity. He considers innovation, whether in the form 
of a new technological artifact or a business model, as a product of creativity. Thus, 
creativity is strongly connected to knowledge, so a better understanding of the 
relationship between information, knowledge and creativity is required (Flew, 2002).   
The knowledge-economy caused incremental transformations in the way of human 
being‘s everyday life as well as the economic activities thanks to developments in the 
information and communication technology (ICT).  Technology is a significant 
factor that effects the operations and the entire value chains of cultural and creative 
industries. For instance, technological change, along with widespread diffusion of 
information technologies, has led to incremental  innovations through the emergence 
of many new formats for product delivery such as to store the musical sounds as 
computer files, copy and reproduce them on personal computers, and transmit them 
over the internet (UNCTAD, 2004).  By this way, many processes such as the 
production and distribution of creative products became far more different and easy 
than the one in traditional economy.   
Flew (2002) pointed out the structural transformations towards a knowledge-based 
economy as: 
 the shift of economic activities towards more knowledge-intensive sectors, 
particularly those involving extensive application of ICTs;  
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 changing patterns of investment, with a growing emphasis upon investment in 
‗intangibles‘, such as research and development, organisational restructuring, 
and ICTs;  
 a general ‗upskilling‘ of the workforce across all economic sectors;  
 growth in exports of high technology products (p. 15). 
Beside these transformations, the world has been delocalised via the network 
channels. ICT allowed incremental changes on creation, production, distribution and 
consumption of services and products. For instance ―ICTs allow for greater 
flexibility in production, such as small batch production rather than long production 
runs‖ (Flew, 2002, p. 2). The companies do not produce standardized products with 
mass-production in the knowledge economy, instead they respond to various needs 
and tastes of consumer by providing them more specialised and value added 
products. Furthermore, digital technology  changed the form of the whole process of 
cultural products from production to consumption. For instance, the digitisation of 
content, production and distribution channels  has made it possible to replicate and 
diffuse works at almost no cost once they exist in digital format. By this way, 
digitisation  allows  to radically changing the distribution of content, and opening up 
new prospects of growth for the cultural and creative sector (KEA, 2006). On the 
other hand, since the marginal costs of exchanging and reproducing information and 
digital content are very low, new business models  are emerging around provision of 
content in order to prevent unauthorised use (OECD, 2008).  For instance music and 
video industries are dealing with those new business models to market their products 
online.  
The way consumers access to and own content have also changed completely by 
technology.  This was underpinned mostly by internet.  ―Internet provides a platform 
for innovation, for new communication technologies, the provision of new products 
and services and access to an unparalleled wealth of information (OECD, 2008, p. 1). 
Internet also extended the social interaction of  users providing them an 
empowerment where they can start to create new content themselves and take part in 
innovative activities (KEA, 2006).   
In a word,  under the umbrella of  ‗knowledge-based economies‘, the rapid 
technological improvements led incremental changes in the operations of all 
industries.  IT and biotechnology, e-commerce, ‗experience economy‘ all shared the 
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benefits of new digital technology with speeder and more efficient possibilities of 
storing, using, developing circulating information (Löfgren, 2003).  Cultural and 
creative industries also got their share in this change. The way people create and 
consume ―culture‖ has changed profoundly by the development of the internet 
besides all the other  aforementioned changes. 
2.4.2 The new economy dynamics 
Throughout history, the economy has undergone many transformations. During all 
those transformation processes, the characteristics of operations and resources have 
changed. First it was the natural resources with use of human labor, then the work of 
people with use of machines and devices, later on the knowledge  and technology 
came out as new resources. As Ramona (2011) states, ―throughout the time the 
economy has known many phases, the present one being the ‗new economy‘‖ (p. 
265). 
Samuelsan and Varian (2001) states that  1990‘s witnessed the emergence of the 
‗new economy‘, however  the term dates back to the 1980‘s mentioning to an 
economy driven by services rather than manufacturing.   In 1996, Michael Mandel 
published an article in Business Week called ‗The Triumph of the New Economy‘ 
which emphasized the development of a technology-driven, fast-growing, low-
inflation economy, which he referred to as ‗the new economy‘‖ (as cited in 
Samuelson & Hal, 2001, p. 1). Mandel pointed out here the features of ―new 
economy‖ as a key to success for economic stability (Samuelson & Hal, 2001). 
―In the ‗new economy‘ people work with their brains instead of their hands‖ says 
Ramona (2011, p. 265). In this phase of economy human intelligence, knowledge 
and creativity are the keys.  Only knowledge is not sufficient.  The place of creativity 
is very significant. Knowledge can be produced and absorbed in many  sorts of way,  
however creativity needs to be cultivated and unleashed via strategic policies to gain 
economic benefit from it.  
In the new economy,  information and the resources are available for all individuals 
and organizations, the development of science has generated a great amount of 
qualitative resources. The success here depends on the creativity of those who use 
the information and the resources to build something new and the degree of 
innovation reflected in goods and services (Ramona, 2011). Thus, today the creative 
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ideas are the central sources. In the words of John Howkins, ― people who own ideas 
have become more powerful then people who work with machines and, in many 
cases, more powerful than people who own machines‖ (as cited in Miller, 2004, p. 
58). 
In short, the dynamics of new economy should be examined to understand better the 
complex structure of creative industries. Therefore, in this section the changes in 
economic activities resulted in the scope of new economy parameters will be dealt 
such as changing in consumption and production patterns, organisation of economic 
activities, and the work environment. 
2.4.2.1 Changing consumption patterns       
The world has been facing with the new forms of consumption in the new economy. 
The incremental developments of  ICT allowed a greater flexibility in production like 
tailor-made, where resulted the consumers have limitless variations on their choices 
of goods and services. Furthermore, the position of the consumer has also changed 
significantly. The sovereignty of the consumer increased by transition from a 
manufacturing-based economy to the service economy where the intangibles are the 
key sources of value. Very often, consumers are no longer looking simply for 
products but they search for a brand which is associated with a set of values (KEA, 
2009). Thus, beyond the apparent  characteristics, the sign and the immaterial value 
of those goods and services have became decisive for  consumers. Brand, concept, 
culture, and the idea pertains to products which are considered as ‗symbolic 
meaning‘,  become key in their choices. That  ‗symbolic meaning‘ of a product can 
be achieved by the combination of creative skills and the culture. Culture has  a very 
important place in this context. As Galloway and Dunlop (2007) state, ―the 
generation, or communication  of symbolic meaning is the defining concept of 
culture and the economic value of goods is derived from, or reflects, their cultural 
value‖ (p. 20). 
The developments in ICT also effected the way of consumers behaviour and their 
everyday lives. ICT led to ―a growing reflexivity in consumption, or a process 
whereby consumers increasingly use commodities to construct a personal identity‖ 
(Flew, 2002, p. 2).  Personalisation have became a widely-used way to manifest the 
values, ideas, taste of the consumers. When the producers achieve to learn the needs 
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and wants of consumers in strategic and efficient ways by means of  ICT and 
produce in accordance to specific tastes, it became easy for consumers to find 
appropriate products for their tastes which  reflects their personal identities.  
Lastly as a summary, the new forms of consumption features in the new economy 
which KEA (2009)  gave place is articled below: 
 Speed: The product life cycle is shorter (in particular in the ICT sector). As a 
consequence, there are some requirements for companies to cope with this 
feature such  as being the first to market, differentiate the products and range, 
collaborating in research and development. 
 Customisation: Products are now individualised for a variety of market 
segments. This requires strategies to differentiate goods and services 
 Intangible values (meanings, experience, aesthetic, user interface) are given 
as much importance as the functionality of the product. The cultural value of 
a product is, in some cases, becoming as important as its economic value. 
2.4.2.2 Changing production patterns 
In today‘s new economy, production patterns have also undergone changes by the 
rapid technological improvements similarly to the other economic activities. In the 
new economy, the creativity and innovation becomes the ultimate sources for 
competitive advantage and economic growth. The companies which can exploit 
creativity and harmonise it with knowledge to produce innovative products and 
services either originating new business or organisational models are becoming 
successful. 
In the new economy, innovation is more important than mass production, so 
producing value added specialised products in accordance with different needs and 
preferences of  consumers is required. As Ramona (2011) mentions, ―in the present 
context of globalization the demands of the consumers are not standardized but 
specialized‖ (p. 268) Thereby, it becomes important responding to those various 
preferences with appropriate, tailored products and services.  Thanks to ICT,  
production can now be operated in a more flexible way, the processes can be 
personalised allowing the production of  such  small scale or unique items rather than 
mass produced ones. Design plays a crucial role here. It interprets the market 
demands and acts as a vital process for production of those personalised goods or 
53 
services. While it offers competitive advantage to the firm either in the realm of 
innovation or novelty, it also helps to increase the life standards of  individuals.    
Lastly, in the ―Diagnosis of the Creative Industry in the Gdansk Metropolis‖ Final 
Report (Koszarek, 2010), the essentials of production patterns in creative industries 
in the new economy is articled as follows: 
 The cooperation in the scope of research and development is essential in 
order to share the costs of product development in a rapidly changing market 
situation, 
 Being first to market a product is essential, particularly in the digital 
economy, 
 Product differentiation and the extent of the product offer is important. 
 The creative products are customized for different market segments; a 
separate strategy is required for different products and services in different 
markets. Fitting is important (p. 15) 
 Intangible assets (meaning, experiences, aesthetics, user interface) is as 
important as the  functionality of the product. The cultural value of the 
product is in some cases as important as the economic value. (Koszarek, 
2010)  
2.4.2.3 Changing organisation of economic activities 
A new kind of economy is characterized by the organization of new forms of 
economic activity. For instance, as  Koszarek (2010) states: 
 The rights of access to property and possession of property are equally important and people attach 
importance to the sharing of content rather than to sale, expression of talent is encouraged in the 
organization, by appreciating the freedom and autonomy of employees as well as their different way 
of thinking. (p. 15) 
Sharing the content of a creative product or a service have became more important 
than selling it. This have led to an incremental change in  the organisational 
structure.  Similarly, encouraging the expression of talent, idea or a skill in the 
organisations have became key to success by helping to unlock the creative 
capabilities of employees where in turn  it would  generate economic benefit to the 
firm.  
With the new economy, the organisation of everyday life has also seen some 
changes, which in turn would  prepare the ground for further incremental 
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developments. Creativity,  flexibility  and change have became prior in our lives. 
Many developments have occured which have made our lives easier. Löfgren (2003) 
reinforces this idea by stating  as follow: 
 the new economy concept became an umbrella term or a figure of speech encompassing a number of 
different trends, often positioned as a radical break with the ―old economy‖ with polarizations like 
networks versus hierarchies, enterpreneurships versus bureaucracy, change versus stability and 
emphasis on virtues like creativity, flexibility, dreams and visions.  
2.4.2.4 Changing manner of work  
The new economy brought new working systems such as heavy reliance on 
continuous organisational learning, importance of change, skills, expertise and 
knowledge,  flexibility,  and destructing of the working place. Globalisation also 
supported this working  systems thanks to improvements in ICT‘s by allowing  
employers to coordinate their work via email and the internet in a global and 24 hour 
economy (Webster, 2003). 
In the New Economy, small firms are becoming increasingly significant. There has 
been a considerable growth in small size firms recently.  Besides, the number of 
micro businesses, which consists of  ‗freelance‘ employers who are self-employed, 
have also increased. The improvements in ICT‘s and internet enabled opportunities 
for the freelancers who often employ in sectors such as e-commerce, consultancy, 
business-related services, web design, computerised graphic art and etc. (Webster, 
2003). 
At a corporate level, working procedures and corporate relationships within the 
companies have undergone a destruction of standardization.  ―In the new economy, 
everybody  contributes to the exploration of the unknown‖ (Ramona, 2011, p. 266).  
Furthermore, flexibility increased within the organisations. As Webster (2003) states: 
 The location, contractual arrangements and timing of work are all undergoing change in the new 
economy. Greater operating flexibility calls for new work locations and for greater use of more 
flexible contractual forms of employment. Temporary and oncall staff are increasingly employed for 
functions which do not need to be carried out on a continuous basis. (p. 2) 
Due to the change of working environment towards more flexibility and the fast 
going economy, the requirement for a non-sleeping economy have came up. In order 
to operate in a 24 hour economy, many different work timing emerged such as part-
time working, shiftworking, split shiftworking, and free-lance (Webster, 2003). 
Considering all those changes, according to Ball (2003), the expectations of 21st 
century graduates can no longer be predicted as in the old days. In his own words:  
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 Working lives are changing, bringing new possibilities in a knowledge-based economy, demanding 
different working patterns. The notion of a ‗graduate level‘ job and a linear career path are no longer 
realistic expectations for the 21st century graduate in any subject of study, as graduates engage with a 
diversity of work, many working in smaller enterprises (SMEs), or on a freelance basis. (p. 7) 
2.4.2.5 Rise in service industries 
Creative industries, which of sources are regarded as human capital, brain work and 
creativity, bring greater returns than the other sectors in the economy as 
manufacturing. Creative works constitute a part of service industries, or mostly 
considered as sectors which works for service industries.  
Service economy is the basis for the formation of the new economy and consists of 
leading economic activities such as business services (market know-how, logistics, 
legal services, accounting, auditing, legal, and logistical and export services), 
information and communication technologies (ICT), computer software and 
audiovisual industries (UNCTAD, 2004). Human capital, which incorporates 
creativity, becomes a source for all these economic activities. At the same time, these 
industries are growing sources of demand for creative industries‘ output particularly 
in the fields of design, advertising and marketing. In other words, service industries 
need both creative thinking as human capital in their own operations and the creative 
outputs produced by creative industries. Therefore, the creative economy and the 
service economy  are strongly connected to each other.  
Creative industries lay in interaction with all other sectors in the economy having 
potential to contribute their value chains. Since today‘s new economy is service 
mind,  the rise of service industries have brought up new issues and complex systems 
to be solved such as service of just -  in- time, or their relationship to industrial 
production (Flew, 2002). In this context, creative industries serve solutions for those 
complex issues. They can be considered as intermediate between service industries 
and manufacturing industries particularly through design. 
2.5 Creative Industries in Mature Economies 
After discussing the evolution and the structure of creative industries, and addressing 
their dynamics which have impact on their operations, the situation of creative 
industries both in mature and developing economies will be studied in this section. 
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Creative industries has been growing more rapidly than ever before and now 
recognized as a leading sector in generating economic growth, helping to 
employment and trade in advanced countries. Despite of the fact that the 
measurement of the contribution of  creative industries to economy is tough, because 
the classifications and the sectors considered as creative industries may vary from 
one country to another , it is commonly agreed that these sectors have significant 
contributions to the overall economy. Most of the studies show that the creative 
sectors are performing well and increasing their share in economic activities. For 
instance,  ―data for the broadest conceptualization of the creative economy show that 
in OECD countries it has been growing at an annual rate more than twice that of the 
service industries overall and more than four times that of manufacturing‖ (Howkins, 
2001, p. xvi). As other examples, the annual growth rate of creative industries in 
USA is 14%, and in UK is 12%. Many countries and regions, such as the UK, USA, 
Germany, Singapore, and Japan, regard their creative industries as the backbone 
industries (Zhang et al., 2011). 
In this section, the numbers and indicators of creative industries of the overall EU, 
the UK, Germany, and Australia will be presented. The relevant data and information 
about the Netherlands will be presented in the sixth section of the study.  
2.5.1 The overall EU 
EU countries have strong creative industries and they  have been enjoying the growth 
of  their creative economy in the last decades. Most of the European countries such 
as the UK, Netherlands, and Italy have acted as vanguards of creative industries. To 
start with the numbers,  the creative sector in Europe turned over more than 654 
billion Euro in 2003, increasing 12 per cent faster than the overall economy (KEA, as 
cited in UNCTAD, 2010). The sector contributed to 2.6% of  EU GDP in 2003.  To 
compare creative industries with the other sectors within the European Union in the 
same year (2003); real estate activities accounted for 2.1% of contribution to EU 
GDP; the food, beverage and tobacco manufacturing sector accounted for 1.9% of 
contribution to EU GDP; the textile industry accounted for 0.5% of contribution to 
EU GDP; The chemicals, rubber and plastic products industry accounted for 2.3% of 
contribution to EU GDP (KEA, 2006).   
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The overall growth of the sector‘s value added was 19.7 % in 1999-2003 which  was 
12.3% higher than the growth of the general economy.  According to the Structural 
Business Statistics (as cited in Sonderman, 2010), the gross value added in the 
culture and creative industries in Europe amounted to 277 billion Euros in 2009. This 
equals a share of 2.4% in the overall gross domestic product in the European Union 
(Sonderman, 2010). The calculation of the magnitude of the value added here was 
based on the data provided by 23 out of the 27 member countries. 
Considering employment, in 2004, 5.8 million people worked in the sector, 
equivalent to 3.1% of total employed population in twenty five countries of EU. 
Whereas the total employment in the EU decreased in the years between  2002- 
2004, employment in the sector increased 1.85% which means that the employment 
in the European cultural sector generally grows faster than elsewhere in economy 
(KEA, 2006).    
Considering the ranking of the culture and creative industries of the EU countries, 
base on the data in terms of value added in 2009 with their shares within the EU, 
Germany, the UK, France, and Italy ranked as the prominent countries in turnover of 
the preceding industries . The numbers are represented in the following table:  
Table 2.3 : Ranking of countries in the European culture and creative industries, 
                      value added in billion Euros, 2009 (Soendermann, 2010). 
Country Ranking 
Gross Value Added Billion 
Euros 
Share in EU in 
% 
Germany 1 62.3 22% 
United Kingdom 2 51.3 19% 
France 3 43.4 16% 
Italy 4 27.1 10% 
Spain 5 21.9 8% 
Netherlands 6 19.2 7% 
Sweden 7 9.6 3% 
Denmark 8 7.2 3% 
Poland 9 7.0 3% 
Belguim 10 6.4 2% 
Austria 11 5.9 2% 
Finland 12 5.0 2% 
Other Countries* -                         10.6 4% 
European Union*   277.1 100% 
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When the performances of the creative sectors and the other sectors compared, while 
the cultural and creative sector in Europe generated over  654 billion Euros during 
2003, the turnover of the car manufacturing industry in 2001 was  271 billion Euros 
and the turnover generated by ICT manufacturers was  541 Euros billion in 2003 
(KEA, 2006). 
In countries such as France, Italy, the Netherlands, Norway and the UK, the cultural 
and creative sector has the highest contribution to GDP. The sectors comparisons of 
all European countries can be seen in Appendix A. It is clear that in most of the 
European countries the creative and the cultural sectors are the leading contributors 
to economic growth and national wealth.  
2.5.1.1 The United Kingdom 
The creative industries definition of UK was given earlier as the British Department 
for  Culture, Media and Sport (DCMS) defines them  as those industries which have 
individual creativity in their origin. They include advertising, architecture, the art and 
antiques market, crafts, design, designer fashion, film and video, interactive leisure 
software, music, the performing arts, publishing, software and computer games, 
television and radio (KEA,2003).  
In the United Kingdom in 2007, the creative industries accounted for 6.2% of the 
economy, measured as value added. During the period of 1997-2007 creative output 
grew at 5% annually as compared to 3% growth for the rest of the UK economy, and 
its exports of services of creative industries represented 4.5% of  the total amount of 
all exported goods and services (UNCTAD, 2010). 
Employment in the UK also grew substantially. The total creative employment 
increased from 1.6 million in 1997 to nearly 2 million in 2008, with an average 
growth rate of 2 % compared to 1 % for the whole economy. In 2008, there were 
estimated 157,400 business enterprises working in the UK creative industries 
(UNCTAD, 2010). 
In 2009, these industries accounted for 2.89% of gross value added (GVA) in the 
country. Moreover, they accounted for 10.6% of the UK‘s exports in the same year. 
In 2011, 1.50 million people are employed, which equals to 5.14% of the total UK 
employment,  in either the creative industries or in a creative role in another industry. 
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Again in 2011,  there were 106,700 creative enterprises, which equals to 5.13% of 
the UK (DCMS, 2011). 
Comparing the share of each creative sector in the UK economy, publishing has the 
largest share in gross value added in both years of 2008 and 2009 with the value of 
11.610 million and 12 million  Pounds respectively . Advertising and tv&radio 
follows publishing sector (DCMS, 2011).  All sectors‘ data in the UK is represented 
in the table below:  
Table 2.4 : Gross value added by the creative industries - 2008 and 2009 (DCMS,                  
                   2011). 
 
2.5.1.2 Germany 
In Germany the gross value added of creative industries accounted for  62.3 billion 
Euros in 2009 which was ranked as the first country across the EU countries with 
22% share. In 2003, the total  turnover of creative industries was 126.060 million 
Euros and 2.5% of value added to national GDP (KEA, 2009). 
According to the  Ministry of Economics and Technology of  Germany (2010) data 
as absolute figure, in 2010 the number of enterprises in the culture and creative 
industries amounted to almost  240,000. They achieved an overall turnover volume 
of more than 137 million Euros and provided full and part time work places for 
almost 720,000 employees. More than one million persons work in the culture and 
creative industries, if employees and self-employed persons are added together. The 
total contribution of the culture and creative industries towards gross value added in 
Gross Value Proportion Gross Value Proportion
 Added (GVA)*  of total UK  Added GVA*  of totalUK
( £million) GVA (%) ( £million)  GVA (%)
1.Advertising 7.160 0.55% 5.990 0.48%
2.Architecture 3.650 0.28% 3.290 0.26%
 3.Art & Antiques 310 0.02% 260 0.02%
4.Crafts
5.Design 1.660 0.13% 1.790 0.14%
6.Designer Fashion 110 0.01% 120 0.01%
Film, Video & Photograpy 2.680 0.21% 3.000 0.24%
9&10. Music & Visual and performing Arts 3.740 0.29% 4.070 0.32%
11.Publishing 11.610 0.90% 12 0.92%
8 &12. Software /Electronic Publishing 570 0.04% 560 0.04%
8&12. Digital Entertainment Media 160 0.01% 400 0.03%
13.TV& Radio 5 0.38% 5.260 0.42%
Total GVA for Creative Industries 36,6 2.82% 36,29 2.89%
Total GVA for all UK Industries¹ 1,295,633 1,256,932
20092008
Sector 
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2010 therefore amounts to an estimated 63.7 billion Euros. In 2008, total turnover of 
the culture and creative industries was estimated at 132 billion Euros. (UNCTAD, 
2010) 
The share of the culture and creative industries in the overall number of enterprises 
amounts to almost 7.6%, their share in the number of employees amounts to 2.6% 
and in overall employment (persons employed) to about 3.1%. The share of gross 
value added in the gross domestic product (GDP) amounts to 2.6% in both 2009 and 
2010. 
In 2009, the increase in estimated value  added of creative industries was  %1,9 
comparing 2008. The share of employment in the culture and creative industries in 
the overall employment reached 3.2% in 2009.  
When the share of creative industries are compared with other industries, it ranks as 
the second in both years of 2008 and 2009 across the industries including chemical, 
energy, automotive, manufacture of machinery and finance industries.  The relevant 
figure is given below. 
 
Figure 2. 5 : Contribution of the culture and creative industries to gross value added,                         
                     comparison across branches, 2008 and 2009 (Sondermann, 2010). 
Comparing the market segments growth in 2010, compared to a previous year,  
software and games industry provides the highest turnover growth  in German 
creative industries with 9,1% share, art market follows it with 8,7% share.  
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Performing arts, design industry, broadcasting and film industries are also growing 
market segments as it is seen in the figure below:  
 
Figure 2. 6 : Development of turnover of market segments of the culture and 
                           creative industries, 2010 compared to previous year, in percent          
                           (Sondermann, 2010).                                                                                           
2.5.2 Australia 
In Australia, the growth of creative economy has been high for nearly two decades, 
with an annual average growth of 5.8 per cent (UNCTAD , 2010). Between 2000–
2005, the Australian creative industries grew at twice the rate of the aggregate 
economy (Potts & Cunningham, 2008).  In 2007- 2008 the Australian creative 
economy was worth $31 billion (Australian dollars), making a real contribution to 
the nation‘s economic performance (UNCTAD , 2010). 
In 2008-2009, the creative industries made a larger contribution to GDP than a 
number of traditional industry groups, such as agriculture, forestry and fishing; 
electricity, gas, water and waste services; and accommodation and food services 
(Strategy for 21st Century Australia). 
Considering employment, there were 437,000 people employed in the creative 
industries segments in 2001 representing 5.4% of the Australian total workforce. 
Almost 21 billion dollars was generated during 2001 from the salaries and wages of 
people employed in the creative segments representing 7% of the total generated 
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from all Australian employment. Apart from that, although composing about 6% of 
the Australian economy, creative industries comprise 11% of Australia‘s top 500 
fortunes and 38% of those aged 40 and under (Potts & Cunningham, 2008). Creative 
industries value added numbers and growth rates are represented in the table below 
including the comparisions with New Zealand, Europe, and the US:  
Table 2.5: Creative industries value-added and employment growth 
                              (Potts & Cunningham, 2008). 
 
Considering the market segments of creative industries in Australia, software 
development and interactive content is the dominant sector accounting for 43% of 
industry gross product and 39% of total employment (Strategy for 21st Century 
Australia). Writing, publishing and print media follows it with 22% share. The other 
sectors are presented  in the figure below: 
CI value CI value CI National CI  
added added GDP growth CI employment employment employment
Country (% GDP) growth growth ratio growth growth growth ratio
Australia     6.0   10.4    4.0    2.6           3.8        1.9         2.0
2005-2008   (1996-2001)  (1996-2001) (1996-2001)
New Zealand     3.1 8   3.7    2.2 5 3         1.6
1996-2001
Europe     2.6   5.4   2.9    1.9            na        na          -
1993-2003
UK     7.3   5.0   3.0    1.7           2.0       1.0           2
1997-2005
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Figure 2.7: Segment shares of industry gross products of Australian creative 
                          industries (Strategy for 21st Century Australia). 
2.6 Creative Industries in Emerging Economies 
Creative industries have started to gain impetus also in emerging economies likewise 
the developed countries. Many emerging economies have set up cohesive regional 
and national policies on those industries as they are considered as  drivers for 
economic growth. There are many countries which of their creative sectors are 
noteworthy to examine in detail, however in this study only four of them will be 
given which are China, India, Brasil, and Turkey.  
2.6.1 China 
The cultural  and creative industries started boom in China during this decade. The 
country took a leader position in the world market for creative goods throughout the 
period from 2000 to 2008, thanks to the richness of its cultural diversity and its 
ability to produce a good mix of traditional and high-tech creative products. One of 
the reasons that the creative and cultural industries are booming in China is the fact 
that these industries are taken to national policy and  have been identified as one of 
the pillars of China‘s future economic development (London Development Agency, 
2011). 
Software 
development 
&interactive 
content
43%
Writing, publishing 
& print media
22%
Architecture, 
design&visual arts
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radio 16%
Advertising&
marketing
3%
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According to Chinese National Bureau of statistics (2006), the turnover of the 
cultural and creative industries of China in 2006 amounted to 47.6 billion Euros. 
Value added to GDP of those industries  amounted to 2.45% of GDP in the same 
year. Again in 2006, 11.32 million  people employed in those industries which was 
equal to 1.48% of total employed population. Those industries growth rate is 6.4%, 
which is  higher than the growth of the general economy  (Kern, 2011). ―Following 
the reforms and opening up of China, starting from 1992, the cultural  sector has 
gained weight in the Chinese GDP with a growing rate of 6.4 points above the 
already  impressive growth rates of the other sectors of the economy‖  (KEA, 2011). 
China‘s top 500 creative industries‘  companies generate an aggregate turnover 
(revenue) of  1.87 billion Euros in Beijing and 3.24 billion Euros in  Shanghai. The 
online gaming industry in China is the fastest growing in the world with a  1.52 
billion Euros market value in 2008, serving more than 60 million online gamers. 
Design is the most important creative industry in the country with the export share of 
approximately 33,38 billion Euros, accounting for a 21% world market share in 
2005, and showing an average growth rate for the  period 2000-2005  of  17.1%. 
Regarding to design, there is a desire for a shift from ―Made in China‖ to ―Designed 
in China‖ (KEA, 2011). 
According to UNCTAD (2010) report, China ranks as the top for export of creative 
goods,  with the value of 32,348 million dollars  in 2002  and 84,807 million dollars 
in 2008 (Appendix B). Its market share in 2008 was 20,8%, and the growth rate of 
those industries between 2002 and 2008 was 16,9 which was corresponding to the 
highest number across the world.  
China used effective policies to grow their creative industries. As an example, the 
city of Shangai illustrated the application of a creative-industry development policy 
in an urban setting. The Shanghai Municipal Government has clearly specified  that 
the development of creative industries would be one of the key industries in 
economic transition and the city development during the 12th Five-Year Plan period 
(2010-2015). Within the Shanghai Creative Industry Center Project, 6,110 companies 
from 30 countries had entered one of the 80 creative industry parks (2.5 million 
square meters) around the city, creating job opportunities for more than 80,000 
people. In 2009, the creative industries of Shanghai gained an increase of 114.9 
billion yuan in turnover,  almost 17.6 per cent higher than that of the previous year. 
65 
In 2009, the total turnover of the creative industries valued for 7.7% of the GDP of 
the city (UNCTAD, 2010).  The market segments contribution to economy in 2005 
and 2009 in the city of Shangai  is represented below:  
Table 2.6 :  Contribution of creative industries to the City of Shanghai 
                             (UNCTAD,2010). 
 
Shanghai case demonstrates the importance of policies implemented by the 
government on creative industries.  
2.6.2 Brasil 
―Among Latin American and African countries, Brasil and Mexico are at the level of 
the major exporting developing countries except for China, such as India and Korea, 
which in 2008 exported  14.34 billion dollars and 6.11 billion dollars, respectively‖ 
(SELA, 2011, p. 9). 
 Brazil recognises that culture is an important factor of development of the country, 
which also helps generating income, jobs, and exports. According to a research 
study, in 2004 there were 320,000 cultural companies in Brasil which accounted for 
5.7% of total number of  the companies across the country.  Cultural industries 
generated 1.6 million jobs in the same year, which amounted to 4% of the labour 
force (SELA, 2011). 
The first mapping study performed in Brazil called ―The Creative Industry Chain in 
Brazil‖ was issued in May of 2008, then updated in 2010. This study considered the 
creative industries as three major areas: Relative Core; Related Activities; and 
Support (FIRJAN, 2011). According to this study, the core creative industries plus 
the related industries and the supporting activities contributed to 16 % of national 
GDP and  account for 21 % (representing 7.6 million people) of the total formal 
2005 2009 2005 2009
197,57 390,06 54,94 114,9
89,28 206,9 22,09 56,7
37,16 46,34 9,87 15,77
12,84 12,97 4,94 5,46
41,03 94,23 13,68 29,07
17,26 29,62 2,36 7,91Fashion consumption
(In billions of RMB)
Output
(In billions of RMB)
Added value
Total
R&D/design
Architectural design
Arts and media
Consulting and planning
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workers in the country. The concentration of creative workers  in the State of Rio de 
Janeiro is even greater accounting for 23% of the workforce, with higher salaries as 
compared with the national average (UNCTAD, 2010). 
Considering the percentage shares of cultural and creative industries in GDP in LAC 
countries, Brasil has the highest number  in 2008 with 16% of total LAC countries 
GDP and 17% employment of total LAC countries (SELA, 2011). Furthermore, 
while the total annual growth rate of total exports of creative goods and services in  
LAC countries amount to 13,6%, Brasil has 20,3% annual growth rate which is 
higher than the average.  The comparison of the export numbers with other countries 
is represented in the table below:  
Table 2.7 : Creative goods and services: exports by economic groups and countries 
                   2002 – 2008 (SELA, 2011). 
Economic group  
Total Creative goods and services (Us 
million dollars) 
and country 2002 2008 Annual Growth% 
World 267,175 592,079 14,2 
Developed Countries 180,36 380,517 13,3 
Developing Countries 83,695 197,393 15,4 
China 57,885 121,116 13,1 
India 
 
14,344 
 Korea 3,428 6,11 10,1 
LAC 8103 17,368 13,6 
Brasil 2,496 7,553 20,3 
Mexico 4,197 5,254 3,8 
Argentina 390 1,558 26 
Colombia 374 1,092 20 
 
 
2.6.3 India 
 
India has a notable cultural diversity and strategies focus on the services-oriented and 
technology intensive creative industries such as digital and software services and 
audiovisual services. Apart from those, the film industry has a very important place 
and proportion in creative sector. The country is the world‘s largest film producer, 
providing employment to some 5 million people (UNCTAD, 2010). 
The cultural and creative industries are considered as the sector which have the 
potential to employ currently unemployed or underemployed people in the country, 
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especially in rural areas. These industries have a 30% share of workforce with 12-
15% growth rate, which shows the importance of these industries comparing with the 
other sectors, particularly considering the growth rates. (Srinivas et al., 2009) 
Table 2.8 : Employment scenario of cultural and creative industries in India. 
 
 
(Sethi 2006, as cited in Srinivas et al. ,2009) 
 
 
The additional contribution to GDP created by the potential employment in this 
sector  is equal to 6% of GDP at current prices. (Srinivas et al., 2009)  Considering 
the trade, India is the third biggest creative goods exporter within the developing 
economies in 2008 with 2.32% market share and 9.450 million Dollars. 
2.6.4 Turkey 
Regarding the cultural and creative industries of Turkey, a study was conducted by 
the Turkish Academy of Sciences in cooperation with the Ministry of Culture and 
Tourism, and supported by the 2010 European Cultural Capital Agency entitled ―The 
Inventory of Cultural Heritage and Cultural Economy of Istanbul‖ (―Cultural 
Inventory of Istanbul‖ in short) revealing a set of publications related to different 
cultural sectors.  This effort is quite important since it is the first set of studies related 
to the topic of ‗cultural industries‘ in Turkey which provides data for the creative 
sectors of the country and the Istanbul region. These data and information will be 
used in the fifth section of this study, while discussing the creative sectors in Istanbul 
in a greater detail.  
In addition to the set of publications of ‗Cultural Inventory of Istanbul‘, the 
UNCTAD study Report which was held in 2010, also provides some statistical data 
about creative industries of Turkey, particularly about the trade indicators. In this 
section, all the preceding data and information will be presented. As a part of the data 
used in this section is extracted from UNCTAD (2010) Report, firstly the 
% of No. Of % share Amt. (Rs.) Growth
Workforce people in GDP GDP Rate %
110 Crores
50 Crores
48% 24 Crores 20% 6.00.000Cr 2-3%
22% 11 Crores 66% 20.00.000 Cr. 10-12%
30% 15 Crores 14% 4.00.000 Cr. 12-15%Artesenal/Legacy Industries
Population of India (2005 E)
Employed (Workforce)
Agriculture
(Cultivators & Agri Labour)
Organised Industry & Services
"Self-organised"/Household/
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classification method of UNCTAD will be given in order to understand which 
sectors were included under the classification of creative industries in that study.  
Creative industries fall into two main groups in the UNCTAD Report, entitled as 
‗creative industries - all creative goods and creative services‘, and ‗related industries 
- all related goods and computer services‘. The creative goods and services then fall 
into four categories as: heritage, arts, media, and functional creation. The 
classification table is represented below: 
Table 2.9 : UNCTAD model for creative economy trade statistics (UNCATD, 2010) 
1. Creative industries - all creative goods and creative services 
Domain Subgroup 
Heritage Art crafts goods 
 
Other personal, cultural and recreational services 
Arts Performing arts goods 
 
Visual arts goods 
Media Publishing goods 
 
Audio visual goods 
 
Audio visuals and related services 
Functional creation Design goods 
 
New media goods 
 
Advertising, market research and public opinion services 
 
Research and development services 
 
Architectural, engineering and other technical services 
 
Personal, cultural and recreational services 
2. Related industries - all related goods and computer servis 
Domain Subgroup 
Arts Related performing arts goods 
 
Related visual arts goods 
Media Related Publishing goods 
 
Related audio visual goods 
Functional creation Related design goods 
 
Related new media goods 
 
Computer and information services 
Royalities and license fees   
To start with the trade data of Turkey, according to UNCTAD Report, the trade 
performance of creative industries of the country  had a surplus in all creative goods 
and services which amounted to 2,835 million Dollars in 2008.  Moreover, in 2002 
the surplus was even greater accounting for 3,539 million Dollars as presented in the 
table below: 
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Table 2. 10 : Creative Industries Trade Performance of Turkey, 2002 and 2008 
                       (UNCTAD, 2010). 
 
Turkey ranks as the 9th country in the world, considering having trade surplus of 
creative goods and services. Top three countries in this ranking are China, Italy and 
Germany (Appendix C). The trade performance growth  of Turkey between the years 
of  2002 and 2008 is represented in the figure below: 
 
Figure 2.8 : Turkey Creative Industry Trade Performance 2002-2008 (UNCTAD,                                     
                    2010). 
Considering the export numbers of creative goods of the world countries, Turkey 
ranks as the 16th with a value of 5.369 million Dollars in 2008 and 2.154 million 
Dollars in 2002. China takes the top share in export of creative goods, while the 
United States, Germany, Italy, the United Kingdom, France and Netherlands follow 
it respectively (UNCTAD, 2010). Each countries‘ export values, market shares and 
growth rates are represented in the Appendix B.  Considering the export numbers of 
creative goods among developing economies, Turkey stands as the fourth biggest 
exporter with 5,369 million Dollars export value and 1,32% market share in 2008.  
Regarding the  growth rate of the country‘s export of creative goods between the 
years 2003 and 2008,  it amounted to 14,96 %.  The relevant  data of 10 developing 
countries are represented in Appendix D. 
EXPORTS IMPORTS BALANCE EXPORTS IMPORTS BALANCE
4,864 1,325 3,539 6,593 3,758 2,835
2,154 913 1,241 5,369 3,523 1,846
2,71 412 2,298 1,224 235 989
VALUE (IN MILLIONS OF $) VALUE (IN MILLIONS OF $)
20082002
TURKEY
All Creative Industries
All Creative Goods
All Creative Services
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When the sector specific data of the export of the creative goods are compared, 
Turkey ranks as the third exporter of art and crafts goods through the developing 
economies with 1,715 millions Dollars value and a 5.31% market share. The data of 
the top 10 countries  is represented in the table below: 
Table 2. 11 : Art crafts: Top 10 exporters among developing economies, 2008. 
 
Another specific sector is personal, cultural and recreational services, and Turkey 
stands as the top exporter in this sector among the developing economies in 2008 
(Appendix E). The sub-sectors of personal, cultural and recreational services are 
presented below: 
a) Audiovisual and related services 
b) Other personal, cultural, and recreational services 
   b.1 Audio-visual services 
   b.2 Artistic related services 
   b.3 Heritage and recreational services (UNCTAD, 2010). 
As another specific sector, performing arts includes music such as recorded laser 
discs and recorded magnetic tapes, and manuscript music as performance arts 
creative goods, on the other hand sound recording services, reproduction services of 
recorded media as performance arts creative services. Turkey ranks as the 10th 
among developing countries  in this sector with a 21 million Dollar value and 0.08% 
Value                
( millions of $)
Market 
share (%)
Growth 
rate (%)
Rank Exporter 2008 2008 2003-2008
1 China 10,722 33,17 20,47
2
China, Hong Kong
SAR 2,212 6,84 -5,07
3 Turkey 1,715 5,31 24,05
4 Korea, Republic of 1,447 4,48 3,59
5 India 1,013 3,13 9,58
6
China, Taiwan
Province 
780 2,41 -0,54
7 Thailand 399 1,24 10,18
8 Viet Nam 349 1,08 18,95
9 Egypt 326 1,01 ..(1)
10 Pakistan 253 0,78 -6,22
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market share in 2008. The growth rate between the years of 2003 and 2008 amounted 
to 13,87%. The comparison of the top 10 developing economies in this sector  is 
represented below: 
Table 2. 12 : Performing arts: Top 10 exporters among developing economies, 2008       
                     (UNCTAD, 2010).      
    
Value  
millions of 
dollars 
Market 
share 
(%) 
Growth 
rate (%) 
Rank Exporter 2008 2008 
2003-
2008 
1 Singapore 1,084 4,15 84,37 
2 China 723 2,77 36,65 
3 China, Hong Kong SAR 634 2,43 31,37 
4 Mexico 361 1,38 1,1 
5 China, Taiwan Province  155 0,59 -14,04 
6 Korea, Pepublic of 110 0,42 17,9 
7 India 69 0,26 -0,75 
8 Argentina 27 0,1 12,07 
9 United Arab Emirates 24 0,09 -7,09 
10 Turkey 21 0,08 13,87 
Design sector in Turkey, which includes architecture, fashion, glassware, interior, 
jewellery and toy, has 3,543 million Dollars export value in 2008. In case of art and 
crafts sector, which fall into categories of carpets, celebration, paperware, 
wickerware, yarn, and others, the sector has 1,715 million Dollars export value in 
2008 (Appendix F) (UNCTAD, 2010). 
When the trade magnitudes of Turkey is examined  according to the subsectors of 
creative goods and services in years 2002 and 2008, in both years the export and 
import of design goods had the highest value as given in the figure below: 
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Figure 2.9 : Creative goods, exports by product groups, 2002 and 2008. 
 
 
       Figure 2.10 : Creative goods, imports by product groups, 2002 and 2008. 
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3. CREATIVE CITIES 
3.1 Introduction to Creative Cities 
After providing an extensive literature rewiev on creative industries, in this section 
the ‗creative city‘ concept will be discussed in greater detail. Today, without any 
doubt it is accepted that the cultural and creative industries have crucial role on 
development of local regions as well as on economic growth. 
In the recent decades, with the escalating popularity of  the term of ‗creative 
industries‘, the cities have started to be mentioned by their creative and cultural 
potentials. The physical and social conditions of the cities, which provide  ground for 
unleashing creativity and development of creative industries, have started to be re-
examined. The potential contribution of those industries on regional economic 
development has became rationale for policy makers to use this concept as a mean of 
promoting city branding and assisting  urban regeneration. However, Brecknock 
(2004) argues that the debate of  ‗creative cities‘ is not new, he states that in 1985 
Bob McNulty, Partners for Livable Places published ‗The Economics of Amenity‘ 
which articulated the nexus between creativity, culture and viability as follows: 
 Quality of life and local amenities, including the arts, have long been counted among the factors that 
contribute to an area's potential for economic development. In recent years,however, changes in the 
structure and composition of the economy have made them more significant relative to other 
investment influences. Often unrecognized and untapped, amenities are being given a central role in 
the development strategies of some cities that are stressing the characteristics that make them 
distinctively attractive as places to live, work, visit and invest with imagination determination and 
cooperation, most cities can link amenities and development in strategies that contribute to both 
economic strength and quality of life improvements. (p. 4) 
Since the late 1970s many European cities have increasingly used ‗culture‘ in the 
context of  urban revitalisation strategies to re-new the image of the city in order to 
make it a place where to live, work and invest, shortly to improve the quality of life 
in urban communities. Since the late 1980s the attention has started to move to softer 
infrastructure of networks and clusters within which knowledge, ideas, creativity and 
innovation are kept and promoted (Lavanga, 2004). In this context, the ‗creative city‘ 
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concept have become popular. Today, most of the cities are competing to be called as 
‗creative‘ and have a world status reputation on this topic.  
3.2 The Importance and Transformation of Cities Throughout History 
From a historical point of view, throughout history, cities have been the centers of 
attraction of development and modernisation. Montgomery (2005) states as: 
 Cities have always been the great centres of innovation, both technological and cultural. It is in cities 
that risks are taken, problems raised, experiments tested, ideas generated; moreover, it is historically 
to cities that creative people gravitate, for employment, stimulus or the comfort of strangers. (p. 337) 
Today  in the age of new economy, creativity is seen as a driver of economic growth 
and social development as mentioned earlier, so the modern cities are competing to 
attract creative talents inwards. As stated in the KEA Report (2006): 
 In the middle age, cities were competing to attract the best architects of cathedrals and the most 
skilled craftsmen. With the Renaissance, wealthy cities attracted the best painters, sculptors or garden 
designers to celebrate their status. Today cities are making sure they attract ―creators‖ with the goal of 
boosting the local economy and participating in the success of the new economy. (p. 166) 
Tay (2005) also points out the importance of cities in the history by exemplfying the 
1851 and 1855 World Expo Fairs held in London and Paris. Those fairs succeeded 
drawing people to these cities and contributed to development of mercantile 
capitalism, modernity, trade and technological innovations (transportation, textiles, 
imported goods). Later on, with many improvements ranging from architectural 
design to transportation and communication systems, cities appeared to be the 
modern metropolises. The Ottoman General Exposition held in 1863 in Istanbul 
(Çelik, 1992)  also demonstrates the imortance of this city in the history. 
According to Tay (2005),  the historical background signals some key aspects of 
current interes in creative industries: 
 locations (cities) retain their significance in economic and creative development, consumption and 
innovation are implicated in strategies for social, economic, and political revitalization, people need 
face to face interaction, socialization, and networks to create synergies. (p.222)  
Landry, who was one of the most prominent authors contributing to ‗creative 
city‘concept , handled the term from the point of ‗strategic urban planning‘. 
According to him, ―the creative city is a call to action because the 21 st century is the 
century of cities‖ (Landry, 2008 p. xii). He points out that for the first time, over half 
of the world live in the cities, so we must make cities desirable places to live in.      
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Pratt (2008) addresses the transformation processes of cities stating that  
globalisation and decrease of manufacturing activities has a role on emergence of 
creative cities. Globalisation factor leads crucial changes in economic structure of 
cities as helping their transition from manufacturing-based places to the creative 
ones.  Considering the cities‘ economic structure, manufacturing activities declined 
in the developed world last decades by moving away to the places which supply 
cheaper labor and resources. By this way, ―the former industrial cities became 
hollowed out; a vacuum that has been filled by financial services activities and 
stimulated new building‖ (Pratt, 2008, p.109).  Beside these economic changes, in 
the new context intangibles such as creativity, ideas and culture appeared to be the 
main elements of cities‘ aspect. In Pratt‘s own words: ―somewhere along the line 
many cities stopped processing raw materials and became ideas reprocessors (Pratt, 
2008, p. 109)‖. Therefore, in todays economy the cities are attracting creative jobs 
rather than manufaturing works as in the older days. The ‗idea processing‘ and 
servicie sector activities have taken the place of manufacturing.   
Lavanga (2004) also mentiones the link between the emergence of creative cities 
with the raising role of culture and disappearance of manufacturing activities. In 
addition, she argues that the economic crisis have taken place were impetus for 
emergence of creative cities. In her own words: ― the creative cities emerge as culture 
becomes a business of those cities when the local manufacturing industries 
disappears and periodic economic crisis occur.‖  
3.3 Definitions 
In this part of the study, some light will be shed on certain concepts such as ‗creative 
class‘, ‗creative milieu‘, and ‗creative territory‘ which are all closely related with the 
concept of ‗creative cities‘. 
3.3.1 Creative class    
The ‗creative class‘ approach was first introduced by Richard Florida (2002) in his 
book named The Rise of The  Creative Class where focuses on the occupation and 
characteristics of people whose work involves creative problem solving and creating 
innovation. The concept was considered as a crucial element and the fundemental 
component of creative cities and it compries the people who create economic value 
by means of exploiting their creativity. Florida identifies the creative class as the key 
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drivers of the knowledge economy and considers it as an economic class. As he 
states, the members of this class  ―are the class of workers whose job is to create new 
forms and ideas resulting in economic assets‖ (Florida, 2002, p. 68). 
Considering the characteristics of the members of  creative class, mostly they do not 
possess physical properties. Their property is intangible and stems from their creative 
capacity in their hands. Their primary duties consist of independent thinking, the use 
of nonstandard approaches to different tasks, independent assessment of situations 
and implementing new ideas (Florida, 2002, p. 68). He also touches upon the values 
of these creative class people. One of them is that they regard individuality and self -
statement. These people do not want to follow the organisational or institutional 
directives and resist traditional norms. Secondly,  merit is very important and 
strongly valued by creative class people. They have always been motivated by the 
respect to their work, because the amount of money or any status they gain is not so 
important for them. Thirdly, diversity and openness are profoundly significant for 
creative class members. They tend to work in companies where it embrace all 
different kinds of people with their different lifestyles, philosophies, ethnic 
background and sexual orientation (Florida, 2002, chap. 4). 
Florida  defines the creative class as consisting of two components. First, the super 
creative core which includes scientists and engineers (including software 
programmers), university professors, poets and novelists, artists, entertainers, actors, 
filmmakers, designers and architects as well as (the thought leadership of modern 
society): nonfiction writers, editors, cultural figures, think-tank researchers, analysts 
and other opinion-makers.  The members of this super creative core have the 
capacity of problem finding. For instance, they produce new forms of design which 
is transferable and widely used or they discover a theorem which can be applied in 
many cases and widely used again and again (Florida, 2002, p. 69) Second 
component is the creative professionals who work in a wide range of knowledge-
intensive industries such as high-tech sectors, financial services, the legal and health 
care professions, and business management (people such as physicians, lawyers, 
managers, also technicians and others ). These people deal with solving problems 
creatively by using their complex body of knowledge which requires  high degree of 
education and so human capital  to solve specific problems (Florida, 2002, p. 69). 
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Florida argues that the new wealthy and successful cities are driven by their ability to 
attract the Creative Class or the Super Creative Class. He  suggests that  one of the 
pillars of urban innovation is the presence of  ‗creative class‘ in the city, which is 
attracted by large cities and regions offering a variety of economic opportunities, a 
stimulating environment and amenities for various types of lifestyles. It is the access 
to talented and creative people where companies will choose to locate and grow. 
Rather than being driven exclusively by market forces, economic growth is occurring 
in places that are tolerant, diverse and open to creativity, which correspond to 
‗creative cities‘ (Florida, 2002).    
Florida (2003) proposes some patterns of creative class as: 
 The creative class is shifting from the traditional corporate communities and 
working class centers to the creative centers. 
 The creative centers are in tendency to be the achievers of this age in terms of 
not only attracting the creative class people, but also the high concentrations 
of creative economic outcomes in the form of innovations and high-tech 
industry growth. Besides, creative centers are vital for regional employment 
and population.  
 The success of creative centers are related to the fact that creative people 
want to live there, so the companies follow those people, or mostly those 
creative companies start their own companies. Creative centers supply the 
integrated ecosystem or habitat where all forms of creativity (artistic and 
cultural, technological and economic) can radicate and flourish. 
 Creative people are not moving to the those creative centers because of the 
traditional reasons such as the physical attractions of the city like malls, sport 
facilities, transportation etc. They choose the creative centers due to the fact 
that there is a great variety of high-quality experiences, an openness  and 
tolerance to diversity of all kinds, and most importantly the opportunity to 
validate their identities as creative people. (Florida, 2003, pp. 8-9) 
3.3.2 Creative mileu 
The ‗creative milieu‘ is a concept developed by the urbanist Charles Landry in the 
late 1980s. Landry  describes the creative milieu as: 
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 A creative milieu is a place – either a cluster of buildings, a part of a city, a city as a whole or a 
region –that contains  the neccessary preconditions in terms of  ‗hard‘ and ‗soft‘ infrastructure to 
generate a flow of ideas and inventions (p.133) 
The ‗hard infrastructure‘ that he mentions refers to the nexus of buildings and 
institutions such as research institutes, educational establishments, cultural facilities 
alongside the infrastructure such as transport, health and amenities. On the other 
hand, the ‗soft structures‘ refers to a system comprising the social network, human 
interactions and connections that encourages the spread of idea between the 
individuals and institutions. Human interactions can be either in the form of face to 
face communication or through information technology and these networks may 
include the social interactions such as informal meetings in a bar or club, business 
clubs, or other places where the ideas can be shared creatively  (Landry, 2008). 
Landry(2008) points out that creative milieu needs to provide  easy movement 
between the job categories and the firms. It requires a collabroation between all 
actors included in a milieu without dividing the positions of workers such as blue, 
white collar. 
Landry(2008)  ranks the characteristics of a creative millieu in his book of “The 
Creative City:A Toolkit for Urban Innovators,  attributing to the considerations of 
urban thinkers such as  Andersson, Hall, Aydalot and Toernqvist as: 
 A place with a level of deep knowledge and original ideas combining with the 
supply of skills and people who have the need and ability to communicate 
with each other. 
 To have a strong financial basis that can allow for experimentation, 
 Where the different needs and critics of people such as decision makers, 
business people, scientists, artists and opportunities to articulate them exist, 
 Where the potential exists to deal with future uncertanites and changes in 
cultural, technological, and scientific fields. 
 An environment with opportunities for all types of communication whether 
formal or informal  and full of diversity and varieties. 
 A multidisciplinary  environment which links the science and arts (p. 140). 
3.3.3 Creative territory 
The creative territory is a component of a creative city. Territories or locations 
blended creativity are small subsets and essentials of creative cities and structural 
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elements of creative industries‘ environments. Geography and spatial business and 
social factors are still quite important in todays economy. Florida (2002) reinforces 
this statement as stating that he is against to the idea of  ―geography is dead‖ as a 
result of new economy by globalisation and all kinds of incremental  developments 
in  technology and ICTs, which is nowadays a quite accepted view. He attracts the 
attention to the success of businesses operating in clusters by giving  examples of  
high tech cluster centers like Silicon Valley or Holywood for film industry. Hence, 
geographical proximity and spatial interactions still remain quite important for the 
economy, particularly in the field of creative industries. 
Florida addresses the circle in which the creative people once concentrated on a 
territory, then the synergy will be created leading to flourishing of creativity. When 
the territory becomes more creative, in turn it will attract more creative talents 
resulting in economic contribution to the location. Thus,  the spatial interactions 
generated on a limited territory are vital for creativity to foster and stimulate the 
economy. 
Pratt (2000) shows the importance of social networks to the location considering the 
operations of creative industries. He argues that spatial proximity is very important to 
these industries because of the desire for ―face-to-face communication of a formal 
and informal, planned, chance, and serendipitous nature‖ (Kolenda & Liu, 2012, p. 
491). That is, the location should provide the opportunities for those social 
interaction and communication. Kolenda and Liu also remark as ―these social 
interactions went beyond the workplace and into the streets and bars, suggesting the 
importance of knowledge spillovers and residential proximity to work‖ (Kolenda & 
Liu, 2012, p. 491). 
Considering from the cultural point, the location effects the way art and culture work 
best, because they work most efficiently within the social life. As stated in the 
European Commission Report (2010), ―art and culture work best when they are most 
dense‖ (EC, 2010, p. 19).  Generally the most creatively dense places are the ones 
which have a diversity of galleries, bars and nightlife, coffee shops and ―plentifully 
mixed-use work-live spaces at affordable prices‖ (EC, 2010, p. 19). In this context, 
those social amenities become crucial within territories for fueling creativity and 
creativity can prosper from the interaction between creative people when they get 
together in the right environment such as being in a gallery together or meeting in a 
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bar after work. Thus, the location, territory, and social environment is very important 
for arising and nourishing of creativity which can turn to tangible innovative 
products or services further. 
3.3.4 Creative city 
The creative city concept appeared as a link between the economic growth and 
regional development by means of exploiting the creative potential of cities. As  
Comunian (2010) states, the first coherent formulation of the concept is to be 
attributed to Bianchini and Landry (1995). ―Their work, taken forward singularly by 
Landry (2000), was linked to new re-positioning of cultural industries and cultural 
regeneration in urban development in UK in the late 1980s and early 1990s 
(Comunian, 2010, p. 1158). Landry (as cited in Suciu, 2009) states as: 
 The creative cities represent a soft policy for the neo liberal urban conjuncture, making the case for 
modest and discretionary public spending on creative assets, while arising a favored bundle of middle-
class life styles-based on self-indulgent forms of overwork, expressive play, and conspicuous 
consumption-to the status of an urban development objective. (p. 84)    
According to Levickaitė  (2011),  the idea of creative economy led to the evolution 
of the concept of ‗creative cities‘ which  is widely used in urban economies. ―These 
cities are often created on strong social and cultural infrastructure; they have 
relatively high level of employment in the creative sectors and try to be attractive to 
inward investment due to its good cultural infrastructure‖ (Levickaitė, 2011, p. 88).      
Landry(2008) sees the people of a city as the ultimate  resource. In his own words:  
―cities have one crucial resource-their people. Human cleverness, desires, 
motivations, imagination and creativity are replacing location, natural resources and 
market access as urban resources‖ (Landry, 2008, p. 124).  
Referring to Landry et al. (as cited in Creative Metropoles, 2010), the concept of the 
creative city is emphasising the role of: 
 Innovative high-technology enterprises, 
 The spheres producing cultural goods and services, 
 Networks for exchanging information and knowledge (between individuals, 
enterprises and public sector),  
 Activity-based clusters, including creative ones,  
 The ties between business and institutions for producing and mediating 
knowledge, e.g. universities and research establishments (close connections 
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            between R&D and entrepreneurship),  
 Diversity of built environment, quality of public spaces,  
 Diversity of opportunities for leisure, entertainment and self-development 
(that condition individual creativity),  
 Effective transport infrastructure,  
 General social cohesion (mechanisms for fostering participation and greater 
involvement of user, citizen) (p. 12). 
All those afore –mentioned elements of creative cities have greater capacity to solve 
problems and create opportunities. (Landry, 2008) 
The ‗creative city index‘ which is developed by Jonathan Hyams and Charles 
Landry, is also noteworthy to mention. According to this index, cities should have 10 
characteristics in order to be regarded as ‗creative‘. The indicators are as follows: 
 Political & public framework 
 Distinctiveness, diversity, vitality and expression 
 Openness, trust, tolerance & accessibility 
 Entrepreneurship, exploration & innovation 
 Strategic leadership, agility & vision 
 Talent & the learning landscape  
 Communication, connectivity & networking 
 The place & placemaking 
 Liveability & well-being 
 Professionalism & effectiveness (Creative City Index).    
3.4 The Study of Florida 
 
The study of Florida (2002) which offers several measurment indices for creativity 
and related approaches have became quite popular since his book The Rise of The  
Creative Class published. Florida‘s initial ranking was limited to the USA. However, 
later on it has been adopted by many European nations. Numerous countries have 
sought to deploy the methodology of ‗creativity‘ ranking for their own territories 
(Pratt, 2008). Since the study of Florida has been quite popular, some details of his 
study will be given in this section including some theories and findings. However, 
before that  it is noteworthy to give place to the statement of  Pratt (2008) who 
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defines in an intimate way why the methodology of Florida became very popular. In 
his own words: 
 The reasons for the popularity of Florida‘s methodology for ranking cities in terms of creativity are 
clear. Who would not want their city to be scientifically ranked as the coolest on earth: the most 
creative city? It makes the residents feel good, politicians feel even better, and makes outsiders 
envious: so much so that they might even visit. (p. 109) 
3.4.1 Theories of Florida 
Florida (2002), proposed a range of indices to measure the creative cities for his 
comparative research into the US cities. These indices are High-tech Index, which is 
a  measure of high-tech industries; Innovation Index  which is a  measure of numbers 
of patented innovations per capita; Gay Index, which is a measure of same sex 
couples living in region; Bohemian Index which is a measure of artistically creative 
people;Talent Index  which is based on numbers of people with bachelor degrees and 
above; Melting Pot Index which is a  measure of foreign born people living in the 
region.  Apart from these individual indexes, he uses Composite Diversity Index  
which is a measure of composite of gay, Bohemian and melting pot indices; 
Creativity Index which is composite measure of the innovation, high-tech, gay and 
creative class indices (Florida,2002, chap. 13). 
3T Theory 
According to Florida (2000), the key to understanding the new economic geography 
of creativity and its effects on economic outcomes lies in 3T‟s of economic 
development which represents: technology, talent, and tolerance. According to him, 
―regional economic growth is powered by creative people, who prefer places that are 
diverse, tolerant, and open to new ideas‖ (p. 249). His basic arguement is that 
creative centers where the creativity and members of creative class take root, have all 
these three factors together and each of these sectors are neccessary. He defines  
tolerance as openness, inclusiveness, and diversity to all ethnicities, races, different 
backgrounds, and sexual orientation. Talent is defined as those with a bachelor‘s 
degree and above. And technology is a function of both innovation and high-
technology concentrations in a region (chap 14). He argues that a place must have all 
these three factors together to attract creative people, produce innovation and 
encourage economic development.    
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3.4.2 Findings  
Within the indices that Florida used, for the Melting Pot Index which was introduced 
as a measure for mixes or ethnic groups,  he argues that the high-tech industries 
cluster in cities are highly multi-ethnic populations in the United States, even though 
these ethnic populations themselves  are not necessarily technologically innovative. 
With Gay Index, he proposes that homosexuals are more inclined to have tolerance 
to others and  have higher disposable incomes and enjoy the cultural benefits of city 
living. The cities in which they choose to live, in turn, will tend to be more tolerant 
or liberal and therefore more appealing to artists and inventors.  This supports the 
Bohemian Index, measuring the numbers of creative people in a city consisting of 
writers, designers, musicians, actors, directors, painters and sculptors, photographers 
and dancers. The final index, Good Lifestyles, refers to places of long-established 
artistic pedigree, and the good life of cuisine and entertainment. It means that 
creative entrepreneurs tend to be attracted to cities where it is possible to enjoy the 
arts,  entertainment and good food (Florida 2002, chap. 13). 
Apart from the preceding study based on indices, Florida also conducted a statistical 
research about the creative class people in the USA. According to this study, the 
creative class in the US  in 1999 includes about 38.3 million American people which 
accounts for 30 percent of the entire US workforce. The super creative core which 
consists of people who work in science and engineering, computers and mathematics, 
education , and the arts, design and entertainment, is comprised of 15 million 
workers at the same year accounted for 12 per cent of the total workforce (Florida, 
2002, p.74). Apart from that, he also demonstrated that the wages and salaries of this 
group is much higher than the other sectors‘ employees in the US. The indicative 
table  which was extracted from Florida (2000, p.77) is given below: 
Table 3.1 : Wages and Salaries for the Classes in the US. 
  Total  Average Average 
Category Workers Hourly Wage Annual Salary 
Creative Class 38,278,110 $23.44 $48,752 
Super-Creative Core 14,932,42 20.54               42,719 
Working Class 33,238,810 13.36               27,799 
Service Class 55,293,720 10.61               22,059 
Agriculture 463,36 8.65               18,000 
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Entire US 127,274,000 15.18               31,571 
 
Florida has also presented historical estimates of various classes disposing U.S. data 
of Historical Statistics of the United States, Colonial Times to 1970 and the U.S. 
Bureau of the Census, Statistical Abstract of the United States. According to this 
study, during the past century, the US creative class has increased from 10.0% in 
1990 up to 30.1% in 1999; and the super-creative core grew from 2.4% in 1900 up to 
11.7% in 1999 as can be examined detailly in the table below: 
Table 3. 2 : Historical estimates for various classes (Florida, 2002) 
 
 
 
Creative Super- Working Service Agriculture Total
Class Creative  
Core
Class Class Workforce
1900 2,900 709,000 10,402 4,839 10,889 29,030
10.0% 2.4% 35.8% 16.7% 37.5%
1910 4,130 1,021 14,234 7,388 11,536 37,291
11.1% 2.7% 38.2% 19.8% 30.9%
1920 4,945 1,279 16,974 8,885 11,396 42,206
11.7% 3.0% 40.2% 21.1% 27.0%
1930 6,789 1,847 19,272 12,29 10,333 48,686
13.9% 3.8% 39.6% 25.2% 21.2%
1940 7,326 2,059 20,596 14,796 9,02 51,742
14.2% 4.0% 39.8% 28.6% 17.4%
1950 9,767 2,584 24,265 17,973 6,994 58,999
16.6% 4.4% 41.1% 30.5% 11.9%
1960 12,187 3,68 25,617 22,614 4,134 67,99
17.9% 5.4% 37.7% 33.3% 6.1%
1970 15,724 6,007 28,616 30,955 2,45 79,802
19.8% 7.5% 35.9% 38.8% 3.1%
1980 18,215 7,963 30,779 44,938 2,703 97,27
18.7% 8.2% 31.7% 46.2% 2.8%
1991 29,67 10,691 30,334 53,391 3,459 116,877
25.4% 9.2% 26.0% 45.7% 3.0%
1999 38,278 14,932 33,238 55,293 463 127,274
30.1% 11.7% 26.1% 43.4% 0.4%
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3.4.3 Contrary arguements  
There are a number of scholars who disagree with the study and findings of Florida. 
For instance,  Montgomery (2006) argues that Florida‘s  findings and the ranking 
results of creative cities do not reflect the realities. He states that according to 
Florida‘s findings,  Manchester is ranked above London as a creative city which is 
not possible due to the fact that London is one of the world‘s leading cities in 
broadcasting, publishing, design, architecture, the music industry, and also the visual 
arts and contemporary crafts. He also indicates that in Australia, Sydney was ranked 
above Melbourne which is also not possible because Melbourne has the more 
developed creative industries economy, certainly in fashion, architecture, music, 
contemporary art and design. There are also some other shortcomings as Helsinki, 
Dublin not mentioned or Barcelona indicated as poorly performed (Montgomery, 
2006). Montgomery  adds that  ―the  most serious shortcoming is that Florida fails to 
relate the emergence of leading cities in the creative economy to pre-established 
traditions of wealth creation and innovation, which enter into the accounts of other 
theorists‖ (Montgomery, 2006, p. 339). 
Krueger& Buchinkgam  stress the lack of method and approach of Florida in terms 
of environmental and sustainibality issues. They emphasise on the fact that the high-
ranked creative cities which are designated according to Florida‘s method, are facing 
with environmental problems such as Boston, Austin, Massachusetts. Apart from 
that, according to Florida tolerance is key to attract and retain the creative class in a 
location, however this does not improve the local creative potential and social 
development of the local people since creativity is being imported from outside. In 
their own words: 
 Yet, significantly, Florida‘s version of creativity is imported-the discourse revolves around importing 
talent with no reference to developing creative skills and expertise in the local population, which is 
likely to languish in poor neighborhoods and schools for want of social investment (Krueger & 
Buclingham, 2009).   
3.5  The characteristics of creative cities 
To start with, according to Florida (2002), creative cities possess clusters of creative 
people, so the companies cluster there in order to tap from concentrations of those 
creative and talented people. Creative centers are not flourishing for traditional 
economic reasons such as good transportation possibilities or access to natural 
resources, or any government incentives.  They prosper because the creative people 
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want to live there. The companies then follow the people, in most of the cases the 
companies are started up by those people.  Creative centers are the places where all 
forms of creativity can flourish (Florida, 2002, chap. 12). 
As mentioned earlier, creative cities are vibrant and attractive places to live in where 
the evidence of art and culture plentifully exist, providing vivid environment for 
social interaction. As Tay (2005) states: 
 Creative cities are spaces you want to be in, places to be seen. Their workshops, restaurants, bars are 
both the ―most superficial manifestations of a creative environmnet‖ (Leadbeater and Oakley 1999:31) 
and the signposts of a dynamic and vibrant lifestyle…creative cities also possesses various 
characteristics: the existence of a vibrant arts and cultural sector.  
Besides providing social environments for social interactions, research centers and 
higher education institutions  have  vital role for idea generation. Creative cities have 
a potential to draw university students and academic community inwards, so they can 
contribute to creative environmnent while benefitting from research and education 
integrated with daily life. In this context, Lavanga (2004) states as follows: 
Culture-rich and creative cities result attractive for students in various disciplines, enjoying an ‗open 
laboratory‘ climate where research and education are perfectly integrated with everyday life and social 
networking, and for graduates looking for opportunities to build a life career in a stimulating and non-
hierarchical environment. (p. 13) 
Aforementioned  group of people comprising students and academics have specific 
needs and expectations, so a creative city needs to provide the conditions to meet the 
needs of those group of people as the ‗idea incubators‘ to be able to attract them to 
their cities which will in turn contribute to the local development. This can realise by 
providing  quality housing, quality of life and cultural amenities and openness of the 
job market (Lavanga, 2004). 
3.5.1 Economic development in creative cities 
The new economy has brought numerous challenges to the cities but also has led to 
create certain opportunities such as the revaluation of urban assets and creating 
opportunities for sustainable development. In the new economy, as mentioned 
earlier,  the factors  such as intangible assets, human capital, creativity, intellectual 
capacity and research institutions which are considered as the components of creative 
cities, have became more signifacant (Suciu, 2009). All those factors help the cities 
to ensure their sustainable development. 
Creative cities are considered to be better places to live in due to their developed 
standards including both tangible and intangible conditions. Considering creative 
87 
sectors‘ direct contribution to economy, creative cities enjoy the high level of 
economic output, added value, higher levels of income and better employment 
opportunities.  These cities are regarded as more competitive and innovative by 
means of their high skilled talents, beacuse ―specialisation attracts highly qualified 
professionals, and is a perfect niche for innovation processes and activities‖ 
(Malakauskaitė, as cited in Levickaitė, 2011, p. 88). Since the innovation and 
creativity are considered as the indicators of  economic growth and development, one 
can say that the creative cities are developed both in economic and social contexts.  
Suciu (2009) describes the core conditions which enable the economic growth at the 
local level through creativity and innovation as effective enforcement of intellectual 
property protection; dynamic competition and a stable economic, legal and social 
environment for investment; a sound research and development infrastructure, 
policies to promote scientific innovation; providing lifelong learning at all levels 
(formal, non-formal, informal). Therefore, in creative cities all those measures need 
to be ensured for the economic development. 
Arts and culture also constitute great significance to creative cities, where  cultural 
mobility contributes to economy. As  Levickaitė (2011) referres, ―the cities with 
active cultural life can attract inward investment from other industries seeking to get 
located in the centre. This provides a pleasant and stimulating environment for their 
staff‖ (p. 89). Apart from that, the density of art and culture makes the city attractive 
for tourists which in turn again contribute to economy. 
As Florida (2002) adressess, ―people are the motor force behind regional growth‖ (p. 
221) and refers to the human capital theory of regional development. Regional 
growth lies on human capital, which is partly derived from clustering of creative and 
talented people rather than clustering of firms to reduce the business cost and etc. 
When the creative class will be attracted to a place, it will economically grow 
because then the industry to employ them will be attracted, and there will be an 
investment flow to that region. (Florida, 2002, p. 221)  
Lastly, according to the Florida‘s study conducted for the US, the emerging 
geography of the creative class is strikingly affecting the competitive advantage of 
regions among the country. According to the results of this study, the more creative a 
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city is, the more innovative  it is with  attracting high-tech clusters which in turn will 
contribute to economic growth ( Florida, 2002, p.243). 
3.6 Cities Considered Creative 
‗Creative city‘ designations differ among each other. Due to the impossibility to 
include all the different nominations in this study, only two sample nominations will 
be presented here, and culture employment indicators of some cities such as London, 
Montreal, Paris, and New York will be provided very shortly at the end of this 
chapter. 
According to the project Creative Metropoles (2010), which was funded by the 
European Regional Development Fund and the Norwegian Funding aiming to 
strengthen the capacity and effectiveness of public sector to promote the economic 
potential of the creative economy in selected creative cities, 11 metropolitan cities in 
Europe took part in the project as  creative cities where their characteristics differ 
from one to another. Those designated cities were: Amsterdam, Barcelona , Berlin, 
Birmingham, Helsinki, Oslo, Riga ,Stockholm, Tallinn, Vilnius, and  Warsaw 
(Creative Metropoles, 2010). The project analysed the differences between the 
preceding cities  in terms of their approaches to the concept of creative industries, 
however the detail  information will not be included here.   
In October 2004, UNESCO's Global Alliance for Cultural Diversity launched the 
Creative Cities Network. It aims to develop the international cooperation among the 
cities by designating  them as ‗creative‘ regarding to the specific fields. Considering 
its operation, the cities can apply to join this network and  after UNESCO  appoints 
them as ‗creative cities‘, ―they can  can share xperiences, know-how, training in 
business skills, technology and create new opportunities with other cities on a global 
platform, notably for activities based on the notions of creative economy and creative 
tourism‖ (Unesco Creative Cities Network). Currently there are 34 member cities 
around the world in this network in seven specific fields as follows: 
 Literature : Edinburgh, Melbourne, Iowa City, Dublin, Reykjavik, 
and Norwich 
 Film: Bradford and Sydney 
 Music: Seville, Bologna, Glasgow, Ghent and Bogota 
 Crafts and Folk Art: Santa Fe, Aswan, Kanazawa, Icheon , and Hangzhou 
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 Design: Buenos Aires, Berlin, Montréal, Nagoya, Kobe, Shenzhen, 
 Shanghai, - Seoul, Saint-Étienne, Graz and Beijing 
 Media Arts: Lyon 
 Gastronomy: Popayán, Chengdu , Östersund and Jeonju  
As it is also understood from the designation of UNESCO Creative City Network, 
creative cities use their creative potentials in different ways. Some of them provides 
cultural experiences for visitors and residents of the city, presenting their cultural 
heritage, or cultural activities; some cities such as Beirut, Edinburgh or Salzburg 
show their creative identity through festivals. Others concentrate on larger cultural 
and media industries (Levickaitė, 2011). 
To give more specific information about certain creative cities in the world, London 
is a city of world status in creative industries and considered admittedly as a creative 
city. In cultural aspect, the city has a very important place in the world. As (Landry, 
2001) refers, ―London has diversified, sophisticated, and internationally oriented 
cultural industries structure that nurtures and supports a wealth of local and 
international artistic activity‖. In London, the creative industries constitute the 
second biggest sector of the city economy.  Between 1995 and 2001, London‘s 
creative industries correspond to  between 20 and 25 per cent of job growth in the 
city. In addition, these industries grew faster than any other major industry except 
financial and business services (UNCTAD, 2010).  
Considering Montreal, design is fully integrated as part of the city‘s urban planning 
strategy in this city. ―In Montreal, design is not only about generating wealth but also 
about improving the quality of people‘s lives‖ (UNCTAD, 2010, p. 15). Apart from 
design, 16,4% of national cultural employment remains in Montreal, so the city is 
considered as the most creative city of Canada.  
Table below provides some indicators regarding the creative workforce in some 
major creative cities. Considering the city culture employment ratio to the national 
cultural employment, Paris represents the most dense city with the cultural sector 
employed people of 445 % in 2003. The other cities London, Montreal and New 
York also take place in the table below: 
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Table 3. 3 : Estimates of culture employment in selected creative cities (UNCTAD,                   
                   2010). 
 
 
When the Asian cities are considered, the city of Shangai is respected as one of the 
strongest creative cities. Tay (2005) sees Shangai as an emerging creative city and 
notes that ―the city is attempting to strategically build a future that taps into the 
economics of global cities and their attendant functions,  employing aspects of the 
creative industries template‖. In the recent years, the creative industries in Shangai 
have made outstanding achievments, the value added generated by the creative 
industries has increased from 49.3 billion Yuan in 2004 to 134 billion Yuan in 2010     
(UNESCO). 
 
 
 
 
 
 
 
 
 
 
 
 
 
City
Reference 
year
City 
population 
(000s)
City population 
as % of national 
population
City culture 
employment 
(000s)
City culture 
employment as 
% of national 
culture 
employment
London 2002 7,371 12,4 525 23,8
Montreal 2003 2,371 7,4 98 16,4
New York 2002 8,107 2,8 309 8,9
Paris (Ile-de-France) 2003 11,13 18,5 113 445,4
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4.DESIGN AS A CREATIVE INDUSTRY    
 
Design is one of the most outstanding sector within the creative industries which 
contribute to economies, and it has a role of enabling integration between different 
sectors of economy. Design has a broad context where it can be embodied in tangible 
products, intangible services, or processes by contrbuting both artistic or functional 
added value. 
Design is considered as a bridge between technology, creativity and  art. It connects 
many fields to each other, acting as a complementary activity in the whole value 
chain of various industries. As it is exemplfied in the EU Commission Report (2009), 
design connects creativity and innovation, technology and the user or scientific and 
commercial disciplines.  Cunningham also points out that design is ―the link between 
technology, creativity and the user, and a neccessary response to the challenges of 
globalisation‖ (Commission of the European Communities, 2009).  Similarly, in the 
Massey University Report (2002), it is indicated that ―design is an integrated process 
describing a methodology or approach which guides the synthesis of creativity, 
technology, science and commerce to produce unique and improved products, 
services and communication‖  (Massey University, 2002).  
It is also stressed in the UNCTAD Report (2010) that design is closely linked to the 
manufacturing sector, and the other service sectors: 
 Design is the result of creativity expressed as a knowledge-based economic activity, which produces 
goods or services with creative content, cultural and economic value and market objectives. As such, 
the design industry is part of the creative economy given that it cuts across the artisan, manufacturing 
and services components of the value chain, interacting with technology and qualifying for IPRs (p. 
156). 
In the literature, there is a vast number of definitions of ‗design‘. In this section, 
some of them will be touched upon, but first the reasons why design practice differs 
from the other creative industries will be dealt. 
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4.1 Design Overview 
4.1.1 How design differs from other creative industries?  
Design is the subgroup of  creative industries which distincts the concept of ‗creative 
industries‘ from ‗cultural industries‘. As mentioned before, creative industries 
encompass the cultural industries apart from design such as art, music, film industry 
which mostly do not mainly have functional targets. Design as a function based 
activity, acts as a mean to turn creativity into tangible and commercial  products or 
intangible services,  innovative process, or solutions to specific problems. 
Design differs from the other creative industries in terms of its functional 
characteristic and the connection  that it provides between the manufacturing sector 
and the end user. In this context, it is different than the cultural sectors. As Sunley et 
al. (2008) states,  ―…the design consultancy sector is a distinctive creative industry 
whose logics and processes differ markedly from other cultural products sectors‖ (p. 
682). 
Sunley et al.(2008), refer to the mediating role of design between the cultural 
production and the rest of economy. They see design as a type of creative industry 
that in some ways it closely resembles knowledge intensive business services. ―It 
mediates between cultural production and other parts of the economy and this 
mediating role is crucial to understanding processes of innovation‖ (Sunley et al., 
2008). 
In most of the classification methods of creative industries, design falls into the 
‗functional‘ category among the other sectors as in the UNCTAD (2010) 
categorisation. UNCTAD (2010) created a distinct category entitled  ‗functional 
creations‘  which comprises more demand-driven and services-oriented industries 
creating goods and services with functional purposes. It involves design 
(interior,graphic, fashion, jewellery, toys) and new media ( architectural, advertising, 
cultural and recreational, creative research and development [R&D] digital and other 
related creative services). Similarly to UNCTAD classification, in many other 
classification studies of creative industries,  ‗functionality‘ is considered as a 
distinctive feature and put into another category  different than art, or other cultural 
industries.   
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Galloway and Dunlop (2007) also refer to the functional role of design by expressing 
the  use of value  and symbolic meaning of design. The symbolic meaning is crucial 
for all cultural and creative goods and services as mentioned earlier, however the 
content of the symbolic meaning and the use of value  combined attributes difference 
of  ‗design‘  within the other creative industries. ―Symbolic goods and services have 
as ‗first use‘ the communication of ideas, rather than a functional value‖ (Galloway 
& Dunlop, 2007, p. 21). So the cultural industry activities which produce music, 
films, plays, books contain more symbolic meaning.  On the other hand, functionality 
is the prior purpose in the field of design practises such as fashion design, 
architecture and advertising where they also contain symbolic content. Therefore, 
design activities involve both symbolic (through cultural values) and functional 
value. As (Andari et al., 2007) state, ―design should embody the culture, but is 
useless if the products do not function well‖ (p. 105). 
Scott (as cited in Sunley et al., 2008) deals the case in terms of innovation. 
According to his statement, innovation in cultural industries come up in more non-
incremental forms such as involving changes in the product or services‘ forms in 
relation with changing consumer tastes and fashion and leading to novelty. On the 
other hand, in the case of design, innovation involves much more than novelty, it can 
be either incremental or radical by putting new ideas and concepts into commercial 
practise. 
4.1.2 Definition of design 
To start with, design is not a homogeneous discipline. It includes a very broad range 
of fields,  so it does not have a common definition including this broad nature of 
design. Since it involves various types of  process and it is embodied in tangible 
products or intangible services, defining it from all perspectives in one definition 
becomes more difficult.  Therefore, there is a variety of approaches to design and the 
definitions vary on diverse viewpoints.  
For many academics and policy makers, design is an input into all manufacturing 
processes and can not be separated from any final physical product. Others, such as 
the Industrial Design Society of America (IDSA) , defines design as ―the creation 
and development of concepts and specifications that optimize the functions, and 
value the appearance of products and systems for the mutual benefit of users and 
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manufacturers‖ (IDSA).  Due to the existence of different definitions in the literature, 
this variety can sometimes lead to confusion. Regarding this,  Heskett (2001) 
addresses the confusion of the world of ―design‖ by mentioning that the patterns of 
usage reveals very different meanings.  He illustrates this confusion by constructing a 
nonsense sentence to attract attention to various usage of the term as: ―design is when 
designers design a design to produce a design‖ (p. 18). In this sentence he points the 
first usage of design, as a noun, to indicate the field of design as a whole in a very 
general manner, as in the phrase of "design is important to national economic 
competitiveness" (p. 18). The second usage of ―design‖, which is a verb, refers to the 
action or thought involved in the act of designing. The third usage as a noun again, 
connotes to a plan or inention. Lastly the fourth usage also as a noun, connotes to 
finished products (Heskett, 2001). 
The term of ―design‖ is sometimes refered to the act of change by some academics. 
In the first instance, Jones (as cited in Demircan, 2005) simply defines design as ―the 
initiation of change in man-made things‖ (p. 36).  Simon (as cited in Ralph & Wand, 
2009) made another definition as  ―devising courses of action aimed at changing 
existing situations into preferred ones‖. Eckroth et al. (as cited in Ralph & Wand, 
2009) states as follows:  
 Design (as a verb) is a human activity resulting in a unique design (specification, description) of 
artifacts. Therefore, what can be designed varies greatly. How-ever, common to all design is intention: 
all designs have a goal, and the goal is typically meeting needs, improving situations, or creating 
something new. Thus, design is the process of changing an existing environment into a desired 
environment by way of specifying the properties of artifacts that will constitute the desired 
environment; in other words, creating, modifying, or specifying how to create or alter artifacts to meet 
needs. In addition, it is best communicated in terms of a particular context, as previous knowledge, 
experience, and expectations play a strong role in designing and understanding designs.  
Some commentators handled design as a problem solving activity such as Simon (as 
cited in Visser, 2009) who states that ―design is a problem-solving activity‖ (p. 192) 
According to Blumrich (as cited in Ralph & Wand, 2009), ―design establishes and 
defines solutions to and pertinent structures for problems not solved before, or new 
solutions to problems which have previously been solved in a different way‖. 
Some definitions deal with the product-based characteristics of design  and relate it 
to manufacturing. For instance according to Walsh et al. (as cited in DTI, 2005) 
―design is the configuration of materials, elements and components that give a 
product its particular attributes of performance, appearance, ease of use, method of 
manufacture‖ (p. 6). Berser (as cited in DTI, 2005) also refers to the concept of 
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‗design‘ from a product-based perspective embracing the fields of brand and 
marketing: 
 What will make a product stand out is the quality of the way it matches the purpose, skills and 
personality of the user, of the visual communication which goes with it, of the environment in which it 
is sold and of the image of its maker. All of these are created by design. (p. 6) 
On the other hand, there are also several definitions which consider design as a 
process. As a first instance, Haythornthwaite (Massey University, 2002) defines 
‗design‘ as follow: 
 Design is a process of purposeful creative thinking, planning and work used to identify and make 
opportunities that lead to commercial and cultural advantage. Design gives tangible dimension, shape, 
colour, pattern and character to products, information, communications, spaces and services. It is a 
strategic means of making knowledge, technology and future orientated thinking accessible, 
understandable and ―ownable‖ by end users. It is physical evidence of the integration of philosophy 
and action. 
Commission of the European Communities (2009),  also remarks the attribute of  
design as a process as expressing that ―design is an activity that follows a certain 
methodology and a number of steps —such as research, conceptualising, modelling, 
testing and re-design — and not only the results of that activity‖ (p. 11)  Similarly, 
The UK Department of Trade and Industry (DTI, 2005) refers ‗design‘ as a creative 
process and it deals with different applications of design as follows: 
 Design is a structured creative process. Design is readily associated with industrial product design for 
manufactured products — specifically the ‗look‘ of a product. However, the application of design is 
much broader, for example designing for function; for aesthetic appeal; for ease of manufacture; for 
sustainability; and designing for reliability or quality and business processes themselves. Service 
design affects how customers will experience the delivery of a service, such as a bank or a fast food 
restaurant. Elements of design, particularly graphic design, will form part of product, service and 
company branding and advertising strategy.  (p. 2) 
EU Commission Staff Working Document (2009) also stresses the  different 
applications of design in a holistic approach. It is mentioned in this document that 
design is usually associated with the aesthetic aspect of objects and just forming a 
product‘s appearance, however in reality its operation is much broader as ―its 
potential to integrate aesthetic and functional as well as for example environmental, 
safety, cost and intangible considerations into products, services and systems‖ 
(Commission of the European Communities, 2009, p. 9). From this point of view, 
design is a holistic approach, and there is a range of considerations beyond aesthetics 
to be taken into account  including functionality, ergonomics, usability, accessibility, 
product safety, sustainability, cost and intangibles such as brand and culture.  
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The Finnish design policy of 2000, Design 2005!, takes design as a planning activity 
and defines as: 
 Design means planning which takes aesthetic and ethical considerations, usability and marketing into 
account and which is targeted at businesses in industry, trade and services and at public sector 
organisations. The object of design may be a product, a service, communications, the living 
environment, and a corporate or organisational identity. (as cited in Commission of the European 
Communities, 2009, p. 9)      
Victor (2005) approaches to design as a cultural-value driven activity and describe 
the designer as ―a cultural mediator-actualizer, who rather than designing objects, 
designs meanings through products, communication, and environment‖ (Victor , 
2005, para. 2). Similarly, ICSID  considers design as a factor of cultural exchange: 
 Design is a creative activity whose aim is to establish the multi-faceted qualities of objects, processes, 
services and their systems in whole life cycles. Therefore, design is the central factor of innovative 
humanisation of technologies and the crucial factor of cultural and economic exchange. (ICSID)    
Another commentator who addresses the relationship between design and culture is 
Cunningham. He suggests that design helps to incorporate the intangible values in 
products and services such as needs, image and culture, so it serves competitive 
advantage to the companies (Pro Inno Europe, 2009). 
4.1.3 Design disciplines 
Design covers a wide range of specialized activities. Buchanan (as cited in Holmlid, 
2007) defines four orders of design and notes that they are distinguished by their 
design object. The design objects are signs, products, actions and thought. The 
corresponding design disciplines are graphic design, industrial design, interaction 
design, and environmental design.  
Walsh (2000) describes the activities of design as architecture, fashion design, 
interior design, graphic design, industrial design, and engineering design. According 
to him, engineering design and industrial design can be considered as complementary 
in some ways, they both have important contributions on production processes, but in 
practice  engineering design has evolved into a separate discipline, a quite separate 
profession, with its own traditions, skills, education and training systems, career 
paths, and routines from other design disciplines (Walsh, 2000).  The classification 
model of design that Shirley and Henn (as cited in Walsh, 2000) suggest is 
represented below: 
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Figure 4.1 : Main areas of design (Walsh, 2000).    
Design Council encompasses a broader range of activities of design including 
graphic design, brand design, packaging design, product design, furniture design, 
interior design, fashion and textile design, interaction design, web design, transport 
design, service design, retail design, building design (Design Council).   
There are also many other specialised areas of design where the structures, interests 
and economic drivers differentiate from each other and some of them remain in 
relationship. For instance, Design Institute of Australia (DIA) classifies design 
disciplines by three main fields in accordance with the industry they serve as: built 
environment,  manufacturing, and visual communication. The subsectors of each title 
is given in the table below: 
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Table 4.1 : A sector based view of design disciplines (DIA). 
Built Environment Manufacturing Visual Communication 
Architect, 
Industrial Designer/Product 
Designer, Graphic Designer, 
Interior Designer, Textile Designer, 
Exhibition Designer/Display 
Designer, 
Landscape Architect, Furniture Designer,  Multimedia Designer, 
TV, Film & Theatre Set 
Designer Fashion Designer, Web Designers, 
 
Jewellery Designer, Digital Designer, 
 
Ceramic Designer, Digital Game Designer, 
 
Glass Designer Digital Animation Designer, 
   Illustrator 
DIA also gives place to a more detailed categorisation of design disciplines involving 
specialisations distinguishing into three main categories under the primary 
disciplines including industrial design, interior design, and graphic design. All these 
disciplines‘ alternate names, specialisations of those primary disciplines, and the 
other specialisations which use the primary area of training comprise different fields 
are shown in the table below: 
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Table 4.2 : Design Disciplines and Resulting Specialisations (DIA). 
 
Primary 
Disciplines 
Alternate 
names or 
terms used in 
the industry 
and education 
at present 
Specialisations, of the primary 
disciplines 
Other 
specialisations 
which use the 
primary area of 
training 
Industrial Product Design Furniture Design, 
Exhibition and 
Display Design, 
Design 
 
Textile Design (construction 
and finish of fabrics), 
Digital Animation 
Design, 
  
Fashion Design (design of 
apparel for manufacture), 
Digital Game 
Design 
    
Jewellery Design (design of 
jewellery for batch or mass 
production)     
Interior 
Design 
Interior 
Architecture,  Commercial Interior Design, 
Exhibition and 
Display Design, 
 
Spatial Design Residential Interior Design, Furniture Design 
  
Retail Design, 
  
  
TV, Film & Theatre Set 
  Graphic 
Design 
Visual 
Communication Web Design, 
Textile Design 
(printed Textiles) 
  
Multimedia Design, 
  
  
Digital Animation Design, 
  
  
Exhibition and Display Design, 
    Digital Game Design   
4.1.4 Economic value of design 
A number of studies have been conducted in several countries to analyse and present 
the importance of design and its contribution both in micro and macro levels. As a 
matter of fact, measuring design is independently a problematic issue, since 
calculating its contribution to the other sectors and silent design can not be 
considered in statistical data in those measurements. All products and services are 
designed even the act is not exercised under a design profession which is considered 
as silent design. ―Much design implicitly takes place outside of a formal design 
function and is not done by a professional designer. This is often known as silent 
design‖ (DTI, 2005, p. 6). Moreover, design is not always embodied in tangible 
products which enable to measure the economic effect. The scope of design is much 
broader than producing  artefacts or it involves any practice to change the existing 
situation, thus measuring the real impact of design or providing relevant statistics is 
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not possible. For instance, according to Simon (1996), design was not limited to the 
artefacts, it is rather a practice in any kind of level: 
 Everyone designs who devises courses of action aimed at changing existing situations into preferred 
ones. The intellectual activity that produces material artifacts is no different fundamentally from the 
one that prescribes remedies for a sick patient or the one that devises a new sales plan for a company 
or a social welfare policy for a state. Design, so construed, is the core of all professional training; it is 
the principal mark that distinguishes the professions from the sciences. (p. 111) 
Therefore, the real contribution of design to the entire economy can not be 
demonstrated in statistical data, so all those measurements can show the contribution 
of design to some extent. Even so, all related studies remain important, because they 
stress the importance of design practice and allowing awareness through the societies 
and policy-makers. In result of those studies and research, it is accepted that ―design 
is an effective tool for fueling innovation and ultimately securing value-added for the 
firm, region and nation-state‖ (Vinodrai, 2009, p. 7). 
4.1.4.1 Micro level 
The collected evidence of the studies suggest that design has significant contribution 
to economy in micro level. It strengths and stimulates the performance of the 
individual companies by creating added value. For instance, ―it can enhance sales by 
improving both the functional and aesthetic qualities of a product. It can also reduce 
production costs, simplfy and enhance the sustainability of the production process, 
and be used to differentiate and brand products in the market‖ (Gertler, & Vinodrai, 
2006, p. 5). Thus, there is a positive impact of design on corporate performance.  
Considering the evidences, according to the findings of different survey-based 
research studies conducted through European countries, 32% of Swedish companies, 
more than 40% of Spanish companies and British companies, and 66% of Norwegian 
companies consider that design has a major impact on sales. Generally, companies 
consider that design make a more modest contribution to cost reduction.  9% of 
Swedish companies consider that design has ‗a major impact‘ in terms of reducing 
costs. 50% of Spanish companies consider that design has a major or considerable 
impact on productivity. As for profitability, 60% of Swedish companies agreed 
totally or partially with the statement that there is a clear positive correlation between 
design and profitability. 81% of Spanish companies, 75% of Norwegian companies 
and 42% of UK companies consider that design has an impact on profits 
(Commission of the European Communities, 2009). 
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As another evidence, Power‘s (2004) comparative study of the industrial dynamics of  
the design sector across the five Nordic countries (Sweeden, Denmark, Finland, 
Norway, Iceland) shows that, ―despite the small size of the design industry, design 
represents a strategic area of business crucial to the competitiveness of firms in other 
industries‖ (as cited in Gertler & Viadroi, p. 6). According to this study, there is an 
evidence that the use of design by Nordic companies greatly supported their 
profitability and level of innovation. Elsewhere, the Danish Design Centre (2003) 
conducted another comprehensive survey of Danish companies to make a statistical 
link between the use of design and firm level performance indicators.  As a result of 
the study, they found out that: 
 There is marked correlation between the use of design and the economic performance of companies 
and subsequent macroeconomic growth. Furthermore, it is apparent that companies where design is a 
core issue and which purchase design services both internally and externally perform better‖ (Danish 
Design Centre, 2003, p. 3) 
According to the same study,  there is also a positive correlation between design and 
employment since the job creation is higher in companies that employ design 
compared to companies with no design activity (Danish Design Centre, 2003). 
Similarly, the British Design Council (as cited in Vinodrai, 2009) conducted a 
research study to find out the diffferences in performance between the firms who 
adopt and use design through their organization and who do not. The study showed 
that the British design-intensive companies outperformed over the period between 
1994 and 2003.  
As another impact of design in the firm level, it increases the firms‘competitiveness. 
Power (as cited in Vinadroi, 2009) argues that design must be understood as a 
strategic resource used to enhance firm‘s competitiveness. He suggests that design is 
central to innovation and notes that design encompasses: 
 ..not just the aesthetic aspects of a product but also their overall technological performance and 
character. The act of design involves not just shaping product‘s appearance but also involves a range 
of inputs into creation of the form and function of a product and its production, marketing and appeal 
to the consumer. (p. 5) 
 
As a last example, a survey of Polish companies shows that approximately one third 
of Polish companies perceive that design has had a positive impact in the last 12 
months on sales, market share, new market development and competitiveness. 
(Commission of the European Communities, 2009) 
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4.1.4.2 Macro level 
Considering the contribution of design to economy in macro level, as a commonly 
accepted view, design is increasingly being recognised as an important tool for 
innovation and competitiveness. Many research and studies have been conducted to 
demonstrate the importance of design, measuring the national competitiveness of 
countries and to highligting the link between design and competitiveness. As a result 
of them, it is demonstrated that design acts as a leverage for competitiveness. 
Vinodrai (2009) reinforces this statement by stating as: ―…these studies show that 
design is a critically important source of economic value, raising levels of firm level 
profitability and productivity, and contributing to national economic competitiveness 
and performance‖ (p. 5). 
The New Zealand Institute of Economic Research (2003) conducted a study using 
the data from the World Economic Forum‘s Global Competitiveness Report  to show 
the link between competitiveness and design-led innovation by constructing  
rankings both national competitiveness and design. It is demonstrated in the research 
that there is a strong, positive relationship between national rankings on the use of 
design and their overall level of competitiveness across 75 countries. (New Zealand 
Design Taskforce, 2003) 
 
Figure 4.2 : The relationship between national competitiveness and design (New 
                      Zealand Design Taskforce, 2003). 
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Considering the trade volume,  according to a study of UNCTAD (2010), design 
became the leading subgroup in the world market for creative goods. In this study, 
the scope of design was including the sectors such as architecture (original drawings 
for architectural plans), interior objects, jewellery, toys, glassware and fashion. The 
following paragraphs include the trade information of developing countries and 
mature countries by using data of UNCTAD (2010) study. 
According to this study, the world exports of design goods almost doubled from 
$115 billion to $242 billion from 2002 to 2008, with an annual growth rate of 12.5 
per cent. The share of design products in total exports of creative goods remained 
stable at about 41 per cent in 2008 (UNCTAD,2010). The design export volume 
shares and comparisions of developed, developing, and transition economies can be 
seen in the figure below: 
 
 
Figure 4.3 : Design: Exports, by economic group, 2002, 2005 and 2008 (UNCTAD,      
                   2010). 
Considering the design export data within the developed countries, Italy is ranked as 
the top exporter in 2008 with 23,618 million Euros with 9.76% market share. 
Germany follows it with 16,129 million Euros design export value. The other 
countries‘ data can be seen in the table below: 
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Table 4.3 : Design: Top 10 exporters among developed economies, 2008      
                  (UNCTAD, 2010). 
 
    Value (In Market Growth 
  
millions of 
$ share (%) rate (%) 
 Rank Exporter 2008 2008 2003-2008 
     1 Italy 23,618 9.76 10.35 
2 Germany 16,129 6.67 16.71 
3 United States 12,15 5.02 14.25 
4 France 10,871 4.49 13.11 
5 
United 
Kingdom 7,448 3.08 10.93 
6 Switzerland 6,938 2.87 16.09 
7 Belgium 4,339 1.79 8.72 
8 Poland 3,855 1.59 13.72 
9 Japan 3,783 1.56 17.21 
10 Netherlands 3,773 1.56 13.91 
 
Considering the export data of design goods by developing countries, China is 
ranked as the top exporter in 2008. Design represents the third-largest creative 
subgroup for developing countries, after art&crafts and new media. The total value 
of the exports of design products in developing economies increased considerably, 
from $53 billion to $122 billion, as their share in world markets also increased. 
Exports of design goods from the economies in transition totalled $1.7 billion in 
2008, representing less than 1 per cent of world exports of creative goods 
(UNCTAD, 2010). 
4.1.5 Design and innovation 
Relevant studies show that there is a strong relationship between design and 
innovation. This relation is based on the fact that design can be considered as a part 
of  R&D activities. Therefore, firstly the definition of ‗innovation‘ should be given 
place. Innovation is defined as ―the successful exploitation of new ideas‖ in DTI 
Innovation Report (DTI, 2005, p. 4). In this context, design can be regarded as an 
enabler for the  exploitation of new ideas. As a reinforcing statement, ―design can 
help transform other inputs such as scientific knowledge or new technology into a 
usable end product, effectively acting as a ‗bridge‘ between a new technology and 
the user‖ (DTI, 2005, p. 7).  
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Now, the link between design and innovation will tried to be studied from the 
perspective of  two main innovation measurements, Frascati and Oslo Manuals, 
which are both OECD publications released to help to  measure R&D and innovation 
respectively for statistical purposes. Both of these manuals deal with the question of 
design.  The Frascati Manual defines research and experimental development (R&D) 
as ―the creative work undertaken on a systematic basis in order to increase the stock 
of knowledge, including knowledge of man, culture and society, and the use of this 
stock of knowledge to devise new applications‖ (Commission of the European 
Communities, 2009, p. 12) The Frascati Manual considers some industrial design 
activities as R&D activities, such as prototyping required during the R&D process. 
However, design for production processes and the less technical design activities are 
not considered as R&D. Besides, the design activities other than industrial design, 
such as service design, are also not included. 
The Oslo Manual goes into more detail and articulates that which type of  design 
should be considered as a part of innovation as follows: 
 Design is an integral part of the development and implementation of product innovations. However, 
design changes that do not involve a significant change in a product‘s functional characteristics or 
intended uses are not product innovations. However, they can be marketing innovations […]. Routine 
upgrades or regular seasonal changes are also not product innovations. ‖ (Commission of the 
European Communities, 2009, p. 12) 
There are also other approaches different from Frascati and Oslo Manuals arguing 
that design without any innovation purpose  can also be a part of innovation.  
Innovation is not only connected to scientific discovery in the result of research and 
development activities. Design-related activities also have crucial role on innovation. 
Regarding to this, Gertlier & Vinodrai (2006) states as: 
 Innovation is not simply the result of research and development activities. Neither is it the sole 
purview of emerging, high technology and science-based industries.  Rather innovation takes place 
throughout the economy and rests upon a variety of inputs, including design related activities (p. 2) 
In this context, innovation is not unique to the high-tech industries, it can also occur 
in low-tech industries via the use of design. Design related activities can also be 
mainly considered as crucial inputs for innovation. Considering those activities, 
design consists of a quite broad realm including several types of disciplines, so it  
plays a significant role in both technological innovation and noninnovative activities. 
According to Walsh (2000), ―design is not only an important part of the innovation 
process, contributing in different ways to different stages of the lifecycle of a 
technology, it is also an important part of the noninnovation activities of firms‖      
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(p. 81). For instance design contributes to  marketing as a non-innovative activity via 
packaging, advertising and company image. Apart from that, design can also 
promote the efficiency of a process such as contributing to the production of existing 
goods by using the existing process via changes in layout or sequencing of tasks. 
Within the innovation process, design also plays an important part in R&D process 
such as construction, and testing of experimental prototypes (Walsh, 2000). 
Lastly it is also argued that design has a directive role on innovation by connecting 
the market demands and opportunities by means of the technical capabilities of 
companies. Robertson (2006)  argues that design acts as a catalyst for innovation, on 
the other hand it regulates the innovation. In his own words: ― design links the 
technology and capabilities of a company to the needs and desires of markets and 
consumers and it generates innovations. It regulates innovation by linking the needs 
and desires of markets to the capability of an organisation‖ (as cited in British 
Council, 2008, p. 2). Freeman (1983) makes similar point by stating as: ―design is 
crucial to innovation in that it is the domain of creativity in which ideas are devised 
but also where the ‗coupling‘ occurs between technical possibilities and market 
demands or opportunities‖ (as cited in Walsh, 2000, p. 78). In this context, one can 
say that  in a firm-based approach,  design acts as a mediator between the invention 
and  market by adapting the demand of consumers in relation to the extent of 
technical capabilities of the company. 
4.1.6 The benefits of design 
Design  provides numerous benefits not only to economy, but also to the  
communities from the point of human centered development and environmental 
concerns. According to ICSID, design leads to social contribution from different 
perspectives such as global ethics, social ethics, cultural ethics, aesthetics, and etc.  
In the official web site of ICSID, the tasks of design from those different 
perspectives are summarised as follows: 
 Enhancing global sustainability and environmental protection (global ethics), 
 Giving benefits and freedom to the entire human community, individual and 
collective, 
 Final users, producers and market protagonists (social ethics), 
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 Supporting cultural diversity despite the globalisation of the world (cultural 
ethics). 
When the contributions of design to the local economy are examined, according to 
Vinodrai  (2009) designers contribute to and enhance the local economy by: 
 generating revenue from their own design practices which serve both local 
and global clients, require inputs and services from local suppliers. 
 create employment opportunities for other designers through the project-
based nature of design. 
 applying design skills and thinking to add value and enhance the quality and 
sustainability of products and services in other sectors. 
 acting as a source of new knowledge and innovation, often crossing 
disciplinary and sectoral boundaries. 
 participating in activities that enhance community engagement and identity;  
 contributing to the construction of quality of place and improving the 
aesthetic appeal and quality of the built environment (p. ii). 
Moreover, design also incorporates sustainable and responsible behaviour 
contributing positively to an innovative society and improve quality of life. In the 
report of the EU Commission which is entitled as ‗ Design for Prosperity‘, design is 
considered to have role on the issues such as increasing the quality of life of the 
citizens of Europe, increasing the competitiveness and growth of Europe‘s and its 
regions‘ economies, and improving the quality and efficiency of the public services 
(EU Commission, 2012). 
4.2 Design in Turkey - the historical perspective           
In this section,  the development of design in Turkey will be approached from the 
field of industrial design. 
When the historical development of industrial design in Turkey is observed, design 
had not been recognized neither in the government nor in the industry for a long 
time, and there was no state policy for design until mid-1990‘s. Recognition of 
design as a strategic tool for the economic growth and development appeared much 
later than the mature countries  and some of the developing countries (Tezel, 2011).  
The first development pattern of design in the country is considered as the start of 
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design education at the end of 1960‘s by American initiation, which came earlier 
than the emergence of domestic market demand for product design (Er et al., 2003). 
In other words, design education started  before the time that the industrial design 
practice was introduced to the Turkish industry. 
When the critical years are considered, by the late 1950‘s, the initial state of 
industrialisation was completed under the protectionist policies in Turkey. These 
early years of development in Turkish industry were based on production oriented 
industrial system. Neither Turkish politics, nor industry was aware of the fact that 
industrial design could be a tool of a developmental economic strategy (Er, 1994).  
1960‘s were the years that industrial production had been controlled by the 
government policies through five year development plans. State-led Turkish industry 
was acting under import-substitution industrialization. Turkish production was based 
on copying the foreign products and selling them to high-demand markets. In 
investment-driven industries, design was introduced as part of technology transfer 
through licencing agreements. 1980‘s saw the liberalisation of economy by adopting 
the export-growth strategies, which left an open space for design as a strategic tool, 
but the Turkish industry and policy was still not aware of using design as a stragetic 
tool (Er, 1994). In 1988, Industrial Designers Society of Turkey was established as a 
non-governmental organization, to promote industrial design to the Turkish society, 
to provide communication among designers and to defend the rights of the profession 
(Hasdoğan, 2009). 
For the first time in the 6th Five Year Development Plan of Turkey which was 
covering the years between 1990-1994, design was regarded as an activity to increase 
export and enhance the competitiveness in the global market (Tezel, 2011). In 1995, 
signing the membership to the Custom Union was an important year for pushing the 
development of industrial design practice in Turkey. Custom Union obliged the 
Turkish producers focus on more value added products in order to compete with the 
foreign companies, especially in electronics, consumer durables, vehicles and 
transport equipment (Er, 1994).  
In 2009, the Turkish Design Council, which was the most clear initiative of the 
government, was established by the decision of the Council of Ministers. The aim of 
Turkish Design Council was to ensure the coordination to encourage competitiveness 
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by concentrating on value added products, to accommodate collaboration between 
designers and industry and to develop the image of Turkish design in international 
market (Tezel, 2011). The Turkish Design Council have congregated eight times 
until now. In the assemblies, the topics such as the developments in the field of 
design, Design Strategy and Action Plan, and the regulations related to the design 
protection have been discussed. The representative of several organizations and 
ministries attended to the assemblies such as  the Turkish Patent Institute and the the 
Ministry of Science,  Industry and Technology, the Ministry of Economy, Ministry 
of Development, Ministry of Culture and Tourism, Ministry of Education, Treasury, 
the Higher Education Council, TUBITAK (the Scientific and Technological 
Research Council of Turkey),  KOSGEB ( Small and Medium Enterprises 
Development Organisation), TOBB (the Unions of Chambers and Commodity 
Exchanges of Turkey), TESK (Confederation of Turkish Tradesman and Craftsmen), 
the Industrial Designers Society of Turkey,  Turkish Exporters Assembly (TPE, 
2013). 
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5. ISTANBUL AS A CREATIVE CITY  
 
The concepts of ‗creative industries‘ and ‗creative cities‘ were examined previously 
by studying the evolution,  development, and the structural characteristics of those 
two terms. Certain examples from some countries and cities were also presented to 
stress the increasing importance of creative industries in terms of their contribution 
to economy, urban regeneration and regional development. In this chapter, a deeper 
glance will be taken at the city of Istanbul and its creative industries.  First,  general 
characteristics and  cultural structure of the city will be approached,  then the design  
sector and other  creative industries will be discussed in detail.  
5.1 Characteristics of Istanbul 
 "If the Earth were a single state, Constantinople would be its capital." said Napoleon 
in history (Caput Mundi). By this reinforcing statement, in its old Byzantine name 
Constantinople, in today‘s name  Istanbul is one of the prominent cities of the world 
in various fields such as culture, history, economy, business, tourism, and art.   
 
5.1.1 The importance of the city 
 
 ―Istanbul is known as the oldest metropolis in the world and has served as the capital 
city for several empires throughout its development‖ (Baycan-Levent, 2003). With 
its geopolitical location connecting two continents and residing in the center of the 
interactions of different cultures, Istanbul is standing as the cultural, financial and  
commercial center of Turkey.  From economic standpoint, the city acts as a hub for 
commercial and industrial activities and services leading diffusion to the other 
regions. As an industrial, financial and logistics center, it produces one-third of the 
national output and absorbing the bulk of foreign direct investment (Kuzgun et al., 
2010). Moreover, the city has a crucial role in foreign trade activities with its leading 
position as an export and import center (TSI, 2011). 
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The unique location of Istanbul as a bridge between Asia and Europe, provides it a 
strategic advantageous in terms of global interactions. With its huge and 
multinational population, it is ranked as a megacity with Tokyo, New York and 
Mexico City. Istanbul is also attracting the attention of the world cultural 
community. There have been many articles, books and comments on popular blogs 
made for Istanbul,  demonstrating the worlwide attention to the city. For instance, 
Newsweek recently termed Istanbul as one of the ‗coolest places in the world‘  due to 
the mixing of cultures and the emerging artist community (McAdams, 2007). All 
those news about Istanbul have been contributing to the branding of the city in the 
international arena. Another occasion that reinforced the brand image of Istanbul was 
its nomination as the Cultural Capital of Europe in 2010.  
Istanbul is also a center of tourism and have a leading position particularly in 
congress tourism (TSI, 2011). Numerous international congresses, conferences in 
many various fields are being held in this city. According to the data provided from 
IDA (2011), Istanbul hosted 170 nationwide and international events by the end of 
2011 which was equal to the 36% share of Turkey. 
Furthermore, the rich historical heritage of Istanbul left many historical monuments 
in the city and some of those historical areas were added to the UNESCO World 
Heritage List in 1985 which includes locations such as Galata Bridge, Seraglio Point 
where the Topkapı Palace is currently, the Hagia Sophia, the Sultan Ahmed Mosque, 
the Yeni Mosque near the Galata Bridge, the Beyazıt Tower and the Süleymaniye 
Mosque (UNESCO).   
5.1.2 History 
 
―With its strategic location on the Bosphorus peninsula between the Balkans and 
Anatolia, the Black Sea and the Mediterranean, Istanbul has been associated with 
major political, religious and artistic events for more than 2,000 years‖ (UNESCO). 
Throughout history, Istanbul has been the capital of three major world cultures: 
Roman, Byzantine, and Ottoman. Whenever one empire took the city, they rebuilt by 
giving their own cultural identity to the city. By this way, all those empires left a vast 
of cultural accumulation in the city.  Due to the fact that Istanbul saw many declines 
and rebirthes, all those changes led to a very rich accumulation of culture and 
history. Thanks to its location, the city was always in global interaction leading to 
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rich commercial and cultural relationships with neighboors and other countries.     Its 
strategic location and commercial identity have linked Istanbul to the European 
culture throughout history. It has remained as the Christian and Islamic capital in the 
Roman, Byzantine and Ottoman Empires for nearly 16 centuries (Beyazıt & Tosun, 
2006).  
Throughout history, the city has seen many changes in its global relations. For 
instance when the recent history is examined, 1980‘s was an important period for the 
development of the city in terms of its openness to global interaction.  During the 
1980‘s, Turkish  economy started to open itself to foreign investment, which 
prepared the ground for the city to compete with the world cities. ―The post-1980 
global developments have been main factors in transforming Istanbul into a global 
city‖ (Kurtarir & Cengiz, 2005, p. 5).  During this period, many other developments 
occured as well such as the emergence of a new post-industrial structure based on 
information and communication technologies.  In addition,  the city saw an industrial 
decentralization, the service sector raised importance by substituting industry. The 
production spots started to be seperated from the metropolitan space where such 
production is monitored and controlled in the center. As a result, the production 
activities shifted to the periphery and the decision making processes were carried out 
from the metropolitian center. (Kurtarır & Cengiz, 2005).  Despite the relatively 
decreasing importance of industry in the city, the contribution of the service sectors 
such as finance, construction, commerce and residential sectors have started to 
increase (TSI, 2011). 
Due to the major developments took part in Istanbul and the opening of the city to 
foreign investment, ―Istanbul also started to increase in population as it drew people 
from the rural areas to work in the various new industries‖ (McAdams, 2007). By the 
end of the century, the population of Istanbul approached to 10 million which now 
accounts to more than13 million officially.  
5.1.3 Cultural heritage 
Without any doubt, one of the most important factors reinforcing the cultural 
enrichment of Istanbul is that throughout history, the city has resided at the key 
crossroads between many different countries. The geographic position of the city is 
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unique with its borders with Europe, the Middle East, the Balkans, Ukraine, Russia, 
and the Central Asian republics. 
Another factor constitutes the cultural enrichment is the multinational characteristic 
of the city. The city has been hosting numerous people from different nationalities, 
ethnic roots and religions for centuries which generated a multicultural structure. It 
has witnessed the Roman, Byzantine and Ottoman Empires with each of their own 
cultural backgrounds such as  traditions, cuisines, arts, religions and life styles. All of 
them enriched Istanbul as leaving behind a crowding accumulation throughout 
history (Kuzgun et al., 2010). With regard to this, Suzy Hansen (2012) articulated her 
feelings about Istanbul in her article named ‗City of the Senses, A Cultural Revival 
in Istanbul‘ as follows: 
These days, Istanbul is no longer just the spot where Europe meets Asia; it is a creative mishmash of 
civilizations, eras, classes, and ways of life—as if someone had dribbled bits of Berlin and New York 
and Barcelona onto a seaside Islamic wonderland . 
 
5.1.4 The socio- economic infrastructure  
According to TSI (2011), the population of Istanbul in 2011 was estimated at 
13.624.240.  With this number, the city ranks as the first in the country according to 
the population size. The rate of the people live in urban areas is 99%.  The 
population density in 2011 was 2 622 person per square kilometer. Population 
growth rate over the previous year is 27,42% in the city, which is over the country 
rate 13,49% (TSI, 2011). The extreme growing rates can be examined in the table 
below: 
Table 5.1 : Demographic Development (Kurtarır & Cengiz, 2005).   
  1950 1970 1985 2000 
     Istanbul 1.666.477 3.019.032 5.853.558 10.018.735 
Marmara 
3.814.185 6.838.167 11.146.333 17.365.027 
Region 
Turkey 20.547.188 35.605.176 51.420.757 67.803.927 
 
When the education and literacy numbers are examined, the literacy rate in Turkey 
for the population aged over 15 years (except the unknown) is 94% in 2011. In 
Istanbul, this rate is 97%.  Again in the same year in Istanbul, the rate of college or 
university graduates is 14% which accounts for the  9,7% of the country. (TSI,2011) 
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Considering the tourism indicators , based on the data that Istanbul Development 
Agency (IDA, 2011) provided, the total number of tourists coming to Turkey in 2010 
was 28,632,204.  Istanbul got the share of 27% of total tourist number coming to 
Turkey  with the number of 7,824,994. 
5.1.5 Economic Indicators           
Most of the economic indicators show that the economic performance of Istanbul is 
better than all other cities of the country. For the first instance, the city is above 
average in terms of urbanization rate and gross domestic product per capita.  
According to 2010 data, per capita income was 10,350 Dollars in Istanbul which was 
higher than the national average of 9,980 Dollars (IDA).  Considering the share of 
regional gross value added in current prices of Istanbul, the services sector 
constitutes the higher percentage with 73,1 % share in 2008. Again in the same year, 
the industry sector ranks as the second with 26,7% share.   
When the trade numbers are examined, in 2011,  the import amount of the firms in 
Istanbul was equal to 123,925 million Dollars, where it ranked as the first within the 
country with 51,46% share of total import amount of Turkey. Again in the same year, 
the export rate of the firms in Istanbul amounted to 61,433 million Dollars, where it 
ranked as the first with 45,54 % share of total export amount of the country. 
According to the share of economic activities, the largest share belongs to the 
manufacturing sector with 96% share  (TSI, 2011). 
Considering the unemployment rates, Istanbul has a higher unemployment rate than 
the national avarage. In 2010, the unemployment rate in Istanbul was equal to 14,3%, 
where the rate for Turkey was 11,9%.  Istanbul stood as the 9th in unemployment 
ranking of the country. Again in the same year, the employment rate of Istanbul was 
equal to 47,8 % where it ranked as the 54th. within the country. The share of the 
number of people employed in industry and services sectors of the total employment 
amount in Turkey was 30,9% in 2009 (TSI, 2011). 
PWC conducted a study in 2009 with the aim of predicting the top 30 urban 
economies in 2025 measured  by their GDP (in 2008 US dollars) based on UN 
definitions and population projections. According to this study, Istanbul will climb 
up from the rank of the 34th to the 28th by the year of 2025. The table below shows 
the results, by giving place to the rankings of 2008 for comparison. The cities with 
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the triangle shaped indicators on the right side are the ones which are expected to 
incerase their rank in 2025. 
Table 5.2 : Top 30 Urban agglomerations by estimated GDP in 2025 using UN     
                   population Definitions and projects. 
 
 
Considering competitive sectors of Istanbul, High Level Services (Consulting etc.), 
culture and tourism are the most competitive sectors in the overall position. Retail 
and trade, finance, wholesale trade, IT, education, real estate, health and logistic 
sectors are fairly competitive. Postal services and telecommunication, and R&D 
sectors are low competitive as represented in the table below:  
 
2025 GDP City Estimated Population Average real
rank (2008 GDP in 2025 in 2025 GDP growth
in brackets) ($bn at 2008 PPPs) (millions) (% pa: 2008-2025)
1 (1) Tokyo 1981 36.40 1.7%
2 (2) New York 1915 20.63 1.8%
3 (3) Los Angeles 1036 13.67 1.6%
4 (5) London 821 8.62 2.2%
5 (4) Chicago 817 9.93 2.1%
6 (10) Sao Paulo 782 21.43 4.2%
7 (8) Mexico City 745 21.01 3.9%
8 (6) Paris 741 10.04 1.6%
9 (25) Shanghai 692 19.41 6.6%
10 (13) Buenos Aires 651 13.77 3.5%
11 (29) Mumbai-Bombay 594 26.39 6.3%
12 (15) Moscow 546 10.53 3.2%
13 (9) Philadelphia 518 6.13 1.7%
14 (16) Hong Kong 506 8.31 2.7%
15 (11) Washington DC 504 4.89 1.8%
16 (7) Osaka/Kobe 500 11.37 1.1%
17 (38) Beijing 499 14.55 6.7%
18 (12) Boston 488 5.03 1.8%
19 (37) Delhi 482 22.50 6.4%
20 (14) Dallas/Fort Worth 454 5.42 1.8%
21 (44) Guangzhou 438 11.84 6.8%
22 (21) Seoul 431 9.74 2.3%
23 (17) Atlanta 412 5.15 1.8%
24 (30) Rio de Janeiro 407 13.41 4.2%
25 (18) San Francisco/Oakland 406 3.90 1.8%
26 (19) Houston 400 5.05 1.8%
27 (20) Miami 390 6.27 1.7%
28 (34) Istanbul 367 12.10 4.2%
29 (22) Toronto 352 5.95 2.0%
30 (42) Cairo 330 15.56 5.0%
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Table 5.3 :  Competitiveness, 2008, Istanbul (IDA, 2011). 
 
Low competitiveness in R&D plays a negative role for the development of 
innovation and increasing the creative city characteristics of Istanbul. 
5.1.6 R&D and Innovation 
Even though the competitiveness in R&D sector in Istanbul remains low,  the city  is 
considered as the technological hub of Turkey. In all R&D categories such as patent 
applications, utility model applications, brand name applications, and the industrial 
design  applications, Istanbul ranks as the first as represented in the table below:  
 
 
 
 
 
 
 
 
 
Companies'
Strategies & the Related and
Input Strucrure of Demand Supportive Gov't Overall
Service Sectors Conditions Competitiveness Conditions Organizations Position
High Level Services High Low Fair High High High
Culture High Fair High Fair High High
Tourism High Low High Fair Fair High
Retail and Trade Fair High High Low Fair Fair
Finance Fair Fair Low High Fair Fair
Wholesale Trade Fair Low High Fair Fair Fair
IT Fair Fair Fair Fair Fair Fair
Education Fair Fair Low High Fair Fair
Real Estate Fair Low High Fair Fair Fair
Health Fair Fair High Low Fair Fair
Logistics Fair Low High Low Fair Fair
Postal Services and
Telecommunication Low Fair Fair Low Fair Low
R&D Low Fair Low Fair Low Low
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Table 5.4 : R&D in Istanbul, 2010 (IDA, 2011). 
 
 
ISTANBUL TURKEY Istanbul's Share 
    Patent Applications 1,370 3,250 42% 
    Utility Model Applications 1,384 2,994 46% 
    Brand Name Applications 
(2009) 30,832 59,838 51% 
    Industrial Design  Applications 3,444 6,567 52% 
    
Moreover, the growth rate in the patent applications in Istanbul is incremental. In 
2010,  the patent applications in the city  have risen %526 compared to the year of 
2002 (IDA, 2011). 
5.2 The ‘Creative City’ Characteritics of Istanbul 
5.2.1 Cultural environment 
With its rich heritage, art and creative industries, Istanbul is competing with the 
European cities of  Berlin, Madrid, London and Rome as stated in ETC (European 
Travel Commission)  Report 2005 (as cited Kuzgun et al., 2010). The vibrant cultural 
and creative activities as well as the unique identity of the city with its location and 
cultural enrichment, enhance the competitive capabilities of the city. 
Istanbul is the heart of production and comsumption of creative industries in Turkey. 
Enlil et al. (2011) sttaes that ―on a national level, Istanbul is a creative city with 
urban vitality, cultural diversity, historical sites, vibrancy, street culture, and a young 
and skilled labour force that make it the centre of Turkey in terms of the production 
and consumption of cultural products. 
Istanbul has continuously developing cultural activities. It possesses many amenities 
reflecting its rich and differentiating culture such as its cuisine diversity, music, 
libraries, sinema, art, festivals, biennials and many more (Kuzgun et al., 2010). 
―There are numerous international festivals and conferences with the express purpose 
of putting Istanbul into the forefront of the international cultural community. The 
119 
most effort is the recent nomination of Istanbul as the Cultural Capital of Europe in 
2010‖ (McAdams, 2007, para. 24). 
Istanbul is the heart of the cultural economy of Turkey. Media industry such as 
music, publishing, television, movie is mostly suited in this city. Istanbul has the 
capability to compete with the international cities on the cultural activities such as 
cinema, museum, theatre (McAdams, 2007). 
Like many other cultural facilities, Istanbul can be considered as the centre of the 
country in cinema and theatre. According to the data provided from (TSI, 2011), the 
total number of cinema halls in Istanbul in 2010 was equal to 31% of the total 
amount of the country. The number of films showed was 28%, and the number of 
audience was 35% of the total amount of Turkey in the same year. Similarly the total 
number of theatre halls in Istanbul in 2010  was equal to 31% of the total amount in 
the country. The number of theatre shows represented 29%, and the number of 
audience represented the 45% of the total amount of Turkey. The numbers are 
similar for museums. According to the TSI Statistics (2008), in Turkey the total 
number of museums is 294.  61 of those museums which constitutes 20% share of 
the total amount, are situated in Istanbul (Bakbaşa, 2010). 
Lastly, it will be noteworthy to give place to the opinions of McAdams (2007) about 
the creative economy of Istanbul as follows: 
 The cultural economy of Istanbul is very robust with a well developed and sophisticated media 
industry (publishing, television, movies, music etc.). Those involved in the creative arts are also a part 
Istanbul. There are numerous venues for original performances (clubs, theaters etc.) It has a world 
status symphony and opera. The opening of a new Museum of Modern Art is an indication of 
developing awareness of Turkish modern art. There are numerous firms that are involved in design in 
fashion, furniture etc. There is a rich culture which mixes elements of Turkish, Middle Eastern and 
European influences together (para. 25). 
5.2.2 Clusters  
The importance of clusters in creative industries were dealt in the first chapter of this 
study. Considering Istanbul, analysing the city in terms of having the characteristics 
of creative cities, one can say that Beyoğlu district and its surrounding has the 
greatest evidence for being a creative cluster. ―If we look at the spatial preferences of 
creative people of Istanbul; they live, work and entertain in Beyoğlu and its 
surrounding area‖ (Kurtarir & Cengiz, 2005, p. 4).  It is the most most cosmopolitan 
neighbourhood of Istanbul and it has been considered as the main art, culture and 
design centre of the city throughout the hisitory.  
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Since the seventeenth century, there have been various ethnic groups living and 
working in Beyoğlu district including Greeks (as the most populous group), as well 
as Jews, Armenians, Levantines and Turks. The development of art and culture in 
this area was contributed by the strong relationship between the Europe and 
cosmopolitan nature of Ottoman Empire. The first theatres and cinemas were 
introduced by foreigners at the beginning of the twentieth century, many European 
style cafes and restaurants were also introduced by foreigners.  The life styles and 
needs of the European population which had settled to Istanbul since the seventeenth 
century, led to the development of cultural and creative industries such as 
photography, visual arts, theatre and opera, architecture, and engineering (Öztürk, 
2009). 
As Kurtarir & Cengiz (2005)  state, the Beyoğlu district has properties such as; 
 The historic core, 
 Cultural and entertainment centre, 
 Hub of transportation, 
 Variety of activities, 
 Lively street culture, 
 Social diversity. 
These characteristics of the district present strong evidence for being a creative 
cluster as a part of the creative city. Istanbul can answer to some requirements of  
creative people. On the other hand, there is no coherent policy on creative industries. 
Creative sectors should be supported by cohesive policies to contribute to economy. 
Kurtarir & Cengiz (2005) presented the shortcomings of Istanbul in terms of being a 
creative city as follows: 
 Arts funding regime, 
 Supporting urban policies, 
 Cultural audience, 
 Ongoing cultural program, 
 Freedom of expression, 
 Higher levels of quality of place (Kurtarir & Cengiz, 2005).   
The general situation of Istanbul regarding to the characteristics of  being a ‗creative 
city‘ is illustrated in the figure below. The red parts in the figure represent the 
shortcomings of the city. 
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Figure 5.1 : Neccessities for the creative milieu and less developed areas in Istanbul       
                    (Kurtarir & Cengiz, 2005).   
In adition to the  preceding shortcomings, R&D spending in Istanbul remains very 
little compared to the other creative cities.  
After  presenting Beyoğlu district as a creative cluster of Istanbul, the other regions 
which hosts the creative clusters in specific industries will be presented based upon 
the study of Enlil et al. (2011). Enlil et al. (2011), analysed the current structure of 
Istanbul in terms of its cultural and creative industries from a spatial perspective, 
putting forward the term of ‗cultural triangle‘. On a local level, cultural industries 
cluster in the core of a metropolitian area to benefit from the advantages of the inner 
city, in this context, Enlil et al. (2011) name this area of Istanbul as ‗cultural 
triangle‘. The cultural triangle includes the districts of Fatih in the old city, Beyoglu, 
Besiktas and Şişli on the Northern Banks of the Golden Horn, and Kadıkoy on the 
Anatolian side across the Bosphorus. The fashion industry is agglomerated in the 
region Şişli- Osmanbey; the software industry is agglomerated in the region Şişli and 
Kadıköy, the film and post production industry is clustered Beyoğlu region, and the 
region of Eminönü is demonstrating the cultural heritage of the city (Enlil, 2006). 
The figure below represents the ‗cultural triangle‘ of Istanbul.  
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Figure 5.2 : The cultural triangle, (Enlil et al. ,2011). Note: This is an updated        
                    version of the study conducted by the authors within the context of the     
                    Istanbul Metropolitan Strategic Plan at the IMP. 
This cultural triangle includes a great majority of museums, theatres, cinemas and 
culture centres as well as monumental structures and examples of civilian 
architecture that either reflect the rich historical and cultural heritage of the city or 
support the cultural life in Istanbul (Enlil et al., 2011). 
5.2.3  Multinational population 
Istanbul is the pre-eminent city of the country where the highest number of 
foreigners work and accomodate in.  According to the Turkish Statistical Institute, 
54.644 foreigners were living in Istanbul in 2010. Ranking of the immigration from 
Europe to Turkey by country, Germany takes the first rank,  while Netherlands  and  
France follow Germany (Kurşunlugil, 2010). According to Kaiser (as cited in 
Kurşunlugil, 2010) the reasons of the inflow immigration from Europe to Turkey can 
be regarded as Turkey‘s opening up to the foreign markets since 1980, tourism, and 
the EU candidateship that Turkey is holding. 
Considering the international firms operating in Istanbul, there are 12.278 foreign 
capital companies operating in the city. The total number of the international firms 
operating in Turkey was equal to 22.505 in 2009. Germany had the highest number 
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with 3.852 companies, while  the UK (with 2.123) and the Netherlands (with 1732) 
followed Germany as the second and the third European countries (Işte İnsan, 2009). 
5.3 Creative industries in Istanbul 
Creative industries in Turkey and the awareness about those industries have started 
to gain importance in the last few years. Turkey has not yet defined a strategic policy 
to promote those industries to benefit their economic and social contribution. 
Considering the situation of the cultural and creative industries in Istanbul, the 
Cultural Inventory of  Istanbul Reports  provide  information in this topic. The 
Turkish Academy of Sciences conducted a set of studies entitled ‗The Inventory of 
Cultural Heritage and Cultural Economy of Istanbul‘ (‗Cultural Inventory of 
Istanbul‘ in short)  in cooperation with the Ministry of Culture and Tourism, and it 
was supported by the 2010 European Cultural Capital Agency. In these studies, the 
relevant industries were represented under the title of ‗cultural industries‘ discourse. 
The purpose of these studies was to point out the economic contribution of the 
cultural industries of Istanbul, by providing the qualitative and quantitative data 
which can be used for the  future policies as well (TÜBA, 2011). 
In this set of publication series,  eleven different sectors were included as: industrial 
design, fashion design, architecture, jewellery design, visual arts, advertising, film, 
music industries, , performance arts, libraries and museums. All these industries were 
regarded as ‗the wheels for the cultural economy in Istanbul.‘ In this chapter, 
industrial design, fashion design, advertising, visual arts, and the film industry will 
be given in detail. 
5.3.1 Design 
As mentioned in the earlier chapter, design includes a broad range of disciplines such 
as industrial design, graphic design, interior design, packaging design, fashion design 
and retail design. Each of those specific areas will not be dealt in this thesis. Some 
light will first be shed on the trade performance data of the design sector in Turkey 
which is based on the UNCTAD (2010) study. Then, the general design sector of 
Istanbul will be dealt by using the World Design Survey (Icograda) data, and lastly 
the industrial design and the fashion design sectors will be presented based on the 
data provided from the Cultural Inventory of Istanbul Reports.  
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As given earlier, the UNCTAD statistical definition of design consists the sectors as 
architecture, fashion, glassware, interior, jewellery, and toys. According to this study, 
the export value of design products in Turkey amounted to 3,543 million US Dollars 
in 2008. With this value, the country ranked as the 6th within the developing 
economies which is represented in the Table 5.6. The import value of design 
products in the same year accounted for 2,226 US million Dollars. The country‘s 
export share in the world  was equal to 1.46% at the same year. Besides, the export 
growth rate of design products was 11,72% between the years 2003-2008 
(UNCTAD, 2010). The trade perfomance of the sub-sectors is presented in the table 
below:  
Table 5.5 : Design Trade Performance of Turkey (UNCTAD, 2010). 
 
 
Ranking of design export values by countries within the developing economies, 
Turkey stands as the 6 th with 3,543 million Euros design export value and 1,46% 
market share, while China ranks as the first with 58,848 million Euros design export 
value and 24,32 % market share (UNCTAD, 2010). The top ten exporters among 
developing economies are represented in the table below: 
 
 
 
 
 
 
EXPORTS IMPORTS BALANCE EXPORTS IMPORTS EXPORTS IMPORTS EXPORTS IMPORTS PRODUCT
3,543 2,226 1,318 65,99 63,17 1,46 0,9 11,72 33,62 Design
1 1 0 0,02 0,03 0,27 0,5 49,07 0,36 Architecture
666 785 -119 12,4 22,27 1,06 1,2 5,26 28,93 Fashion
60 7 54 1,13 0,19 3,38 0,45 25,24 12,08 Glassware
1,117 643 474 20,8 18,25 1,45 0,81 8,51 40,53 Interior
1,675 543 1,132 31,2 15,42 2,88 1,17 17,43 37,21 Jewellery
24 247 -223 0,45 7,02 0,06 0,45 10,55 29,06 Toys
(IN MILLIONS OF $)
VALUE
OF TOTAL PRODUCTS OF WORLD 2003-2008 (%)
SHARE (%) GROWTH RATE 
2008
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Table 5.6 : Design: Top 10 exporters among developing economies, 2008. 
    
Value (In 
millions of $) 
Market 
share (%) 
Growth 
rate (%) 
Rank Exporter 2008 2008 2003-2008 
1 China 58,848 24,32 15,45 
2 
China, Hong Kong 
SAR 23,874 9,87 5,01 
3 India 7,759 3,21 18,57 
4 Thailand 4,474 1,85 10,8 
5 United Arab Emirates 4,464 1,84 49,8 
6 Turkey 3,543 1,46 11,72 
7 Malaysia 3,186 1,32 12,87 
8 Viet Nam 2,687 1,11 23,44 
9 Mexico 2,535 1,05 1,4 
10 Singapore 2,392 0,99 16,21 
 
5.3.1.1 World Design Survey - Istanbul 
Considering the general design sector of Istanbul, the data used in the following 
paragraphs are extracted from the World Design Survey (2010). The International 
Council of Graphic Design Associations (Icograda) and the Seoul Metropolitan 
Government  conducted this  research in 2010 to establish and maintained an 
international framework for measuring the contribution of the design economy by 
collecting data related to design industries, education, culture, and policies of major 
nations and cities around the world. They focused on seventeen regions which 
includes six cities and eleven countries. The cities were Beijing, Hong Kong, 
Istanbul, Montreal, Seoul, and Victoria (Victoria is a state in Australia). The 
countries such as India, Netherlands, Japan, United Kingdom were some of  the  
eleven countries. They conducted the Istanbul research by gathering information 
from certain Turkish institutes. Istanbul Technical University was one of the design 
representative organisations of Istanbul and the main Turkish contributor to the 
study. The Turkish Patent Institute and the Turkish Higher Education Council were 
the other contributors.  
The design-related information about Istanbul which takes part in this survey will be 
given in this section. The comparisions of the indicators of the design sector of 
Istanbul and other five cities which are Seoul, Beijing, Hong Kong, Montreal, and 
Victoria will take part in this section as well. 
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To start with, the study included the design represantative organisations of Istanbul 
as Istanbul Technical University (ITU) Department of Industrial Product Design, 
Turkish Society of Graphic Design (GMK), Chamber of Interior Architects 
(TMMOB ICMO), and Turkish Society of Industrial Designers (ETMK). 
According to the results of the survey, the definition of design in Turkey (Istanbul) 
took part follows: 
Design is perceived mainly as a creative activity. Its corporate and strategic role in relation to 
industry, commerce and innovation is not fully utilized yet. Nevertheless, more and more Turkish 
companies are beginning to pay attention to design. In public, design is becoming more visible, and 
increasingly recognizable (World Design Survey, 2010,  p. 26).      
The study gives the design categorisation in Turkey (Istanbul)  as industrial/product 
design, exhibition and retail design, graphic and advertising design, multimedia and 
web design, packaging design, and transportation design. 
Under the title of  ‗Design Perspective of Istanbul‘, it is adressed that Turkey does 
not have a coherent national design policy yet, even though some elements of design 
policy such as design promotion and design protection have been existing in the 
country for the last 10-15 years. 
Considering the design policy, there are nine design organisations in Istanbul 
including design related professional institutes, organizations, and associations (non 
profit sector).  
Considering the design industry, number of design related patents registered among 
the total intellectual properties (per annum) amounts to  2,877 in Istanbul which is 
53% of  the total amount in the country.  Comparing the number of design registers 
in a year with the other five focus cities,  Istanbul ranks after Beijing as represented 
in the figure below: 
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   Figure 5.3 :  Number of design registrations in a year (compared to total           
                               intellectual properties registered in a year) (World Design Survey,       
                               2010). 
Regarding the design education, there are 19 schools in total in Istanbul which have 
design field of majors among all of the higher education institutes. The total number 
of professors in design field of majors in higher educations institutes is 241. Total 
number of students in design field of majors from higher education institutes  is 
2,371. The number of graduates with design major from design education institutes 
per year is 441. Comparing Istanbul design education data with the other five cities, 
the number of design education institutes (Appendix G1)  and the number of students 
(Appendix G2)  ranks as the last one among six cities (Montreal na). However, the 
number of professors in design education institutes is higher than Hong Kong. (3 
cities na) (Appendix G3 ). 
Indicating  the design culture,  there are 5 design museums and galleries, and            
4 design libraries in Istanbul. There are 44 design magazines, 32 design online 
contents (focus on website), 8 design related TV programs of the country. There are 
also over 35 design competitions, 28 design events organised in Istanbul such as 
academic events, festivals and exhibitions (Appendix G4, G5, G6). 
Comparing the design culture of Istanbul with the other five cities,  Istanbul has good 
indicators such as ranking as the second in number of design specializing and related 
magazines after Seoul. Seoul had the highest number of design magazines (design 
specialising and related magazine) and publications with the number of 53, it is 
followed by Istanbul with the number of 44 and Beijing with the number of 30 as 
presented in the figure below. Regarding design magazines per 100.000 population, 
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Seoul had the highest rate with 0,54, followed by Istanbul with 0,44 and Victoria 
with 0,31. 
 
Figure 5.4 : Number of design specialising and related magazine. 
In number of design specialized and related libraries, Istanbul shares the second rank 
with Hong Kong. Seoul has the highest number with 26, followed by Hong Kong and 
Istanbul which is presented in the figure below. For the number of design libraries 
per 100,000 population, the order remains the same with 0,27 for Seoul, followed by 
Hong Kong with 0,06, and Istanbul with 0,04. 
 
Figure 5.5: Number of design specialising and related libraries. 
Considering the number of design specialising web sites and broadcast TV programs 
with design as the main theme, Istanbul ranks as third after Beijing and Seoul as 
presented in the figure below. As for the number of design TV programs per 100,000 
population, Seoul had the highest rate with 0,36, folowed by Istanbul and Beijing 
together with each 0,08. 
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Figure 5.6 : Number of broadcast TV programs with design as the main theme. 
5.3.1.2 Industrial Design in Istanbul 
Industrial design sector in Istanbul is in close relation with the manufacturing 
industry. Manufacturing industry consists more than 2.5 million establishments in the 
city producing  almost 79 trillion TL. The sub sectors of this manufacturing industry 
get industrial design service (Dervişoğlu, 2010).  
There are twelve subsectors of industrial design activities in Turkey, based on the  
classification of Design Turkey Awards. They are articled as follows: 
 Packaging: All kinds of graphic and packaging itself used in handling of 
goods, protection and presenting to consumer. 
 Lighting: Indoor and outdoor lighting, hand-lamps. 
 Electronic products: audio-visual equipment, computers and auxiliary 
equipment, communication devices. 
 Electrical household appliances: electrical appliances and devices used for 
cooking, food cooling and cleaning: white goods and electrical appliances. 
 Home and office supplies and accessories: Cleaning, cooking supplies, 
tableware and  the stationery and office supplies.  
 Public and commercial products: Urban reinforcement elements (except 
lighting): display and sales equipment. 
 Furniture: home and office furniture, furniture accessories. 
 Sports, hobbies, games and personal products: supplies and personal 
products used in sports, hobbies, activities, games or personal care: Sports 
equipment and supplies, personal care products, musical instruments, games, 
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toys, baby products, functional shoes, innovative jewellery and fashion 
accessories. 
 Transportation vehicles: The interior and exterior design of vehicles. 
 Building materials: materials used in the refurbishment of the interior and 
exterior of buildings: sanitary ceramics, sanitary fittings, heaters and coolers, 
electrical equipment and related hardware. 
 Investment product: devices used for professional purposes: industrial 
machinery, agricultural machinery, construction tools, hand tools. 
 Medical equipment and supplies: hospital and laboratory supplies, 
rehabilitation, patient care and medical treatment equipment, prostheses 
(Hasdoğan, 2010). 
According to the Worldwide Industrial Design Services Industry Report 2010, there 
are 197 design firms in Turkey generating 64 million TL turnover, employing almost 
2000 people. The number of industrial designers in 2010 was equal to 320 
(Dervişoğlu, 2010).  The relevant table is presented below: 
Table 5.7: Turkey Industrial Design Sector Data (Dervişoğlu, 2010).    
Turkey 
Design Firms 197 
Turnover($M) 42 
Employment 1,913 
Sale per empl.  ($M) 20,001 
Industrial Designers 320 
Turnover per fte 21,212 
Industrial sector in Turkey has not seen a decrease between the years 2006 and 2010  
despite of the economic crisis. It was also not in an increasing trend due to its small 
structure. The sales number  accounted for  64 million TL  in 2010, however it is 
noteworthy to mention that it does not reflect the accurate value due to the difficulty 
to measure the added value of design to the economy (Dervişoğlu, 2010).  The data 
of the Turkish design firm establishments, sales and emlopyment between the years 
2006 and 2010 is given in the table below: 
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Table 5.8 : Turkish Design Firm Industry Establishments, Sales &Employment           
                  Trends (Dervişoğlu, 2010).   
 
 
Regarding  the growth rates  (per cent change) in 2010 compared to a previous year, 
the growth rate in sales accounted for 8,5%, and the the growth rate in employment 
was 3,5%. However, the establisment growth rate remains smaller with 0.1% change 
(Dervişoğlu, 2010).The change in number of establishments  and sales in industrial 
design sector by years are illustrated in the figures in the Appendix H1 and H2. 
Moreover, the Turkish design firm industry ratios can be seen in the Appendix H3. 
As presented in the table below, the locomotive of design sector is small and medium 
enterprises. Design firms which employ between one and four people are dominant 
in this sector, as representing almost 140 companies. With few exceptions, the scale 
of firms in this sector is structured as employing maximum of 50 people (Dervişoğlu, 
2010). 
Table 5.9 : Size of Turkish Design Firm Industry Estimates (Dervişoğlu, 2010). 
 
 
When the industrial design registries in Turkey and Istanbul are examined, both the 
number of applications and registries are in tendency to increase by years.  In 2012, 
the total number of industrial design registries in Turkey was 7274, and 3693 was in 
Istanbul. According to 2009 data, 54% of industrial design registries were held in 
Istanbul. (TPE) The application and registry numbers by years is presented in the 
table below: 
2006 2007 2008 2009 2010 06-07 07-08 08-09 09-10
Establishments 187 195 195 197 197 4.1% 0.3% 0.6% 0.1%
Sales ($Millions) 33 38 37 38 42 15.8% -1.3% 2.4% 8.5
Employment 1.819 1,837 1.842 1.913 1,98 1.0% 0.3% 3.8% 3.5%
Sales(LirasM) 50 58 58 59 64 15.8% -1.3% 2.4% 8.5%
Percent Change Year-to-YearYear
1-4 5-9 10-19 20-49 50-99 100-249 250-499 500+ unknown total
2008 138 26 16 10 2 1 0 0 2 195
2009 139 27 16 10 2 1 0 0 2 197
2010 139 27 17 10 2 1 0 0 2 197
2008 5 4 5 7 4 7 2 2 1 37
2009 5 4 6 8 4 7 3 2 1 38
2010 5 4 6 8 5 7 3 2 1 42
2008 480 184 266 354 149 186 71 71 81 1.842
2009 495 190 274 365 154 192 73 73 96 1.913
2010 514 197 284 379 160 199 76 76 96 1.980
Establishment by Size of Firm
Sales ($Millions) by Size of Firm
Employment
10
 by Size of Firm
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      Table 5.10 : The Distribution of Industrial Design Applications and Registries        
                          (Istanbul-Turkey) (TPE). 
 
 
The small difference between the applications and the registries in this sector shows 
that most of the industrial design applications result in registries which shows the 
success of unique design potential in Turkey (Dervişoğlu, 2010). The illustration 
demonstrating the changes of the industrial design application and registry numbers 
by years is given in Appendix H4. 
When the sectoral distribution  of design activities is observed, with regards to the 
sectoral distribution of  the applicants to Design Turkey Design Awards in 2008 and 
2010, the highest number of applications go to the furniture sector. This sector is the 
pre-eminent sector which uses the highest amount of design practice in Turkey. 
Home and office supplies and accessories sector follows the furniture (Hasdoğan, 
2010). The comparsion between all sectors is represented as follows:  
 
 
1995 1996 1997 1998 1999 2000 2001 2002 2003 2004 2005 2006 2007 2008 2009 2010 2011 2012
TOTAL 1492 1645 1961 1826 1697 2194 2549 3608 3977 4525 4925 5510 5984 6093 5927 6567 7525 7864
ISTANBUL 1375 996 1071 945 802 997 1166 1865 2170 2499 2529 2794 3154 3082 3182 3444 3861 3974
1995 1996 1997 1998 1999 2000 2001 2002 2003 2004 2005 2006 2007 2008 2009 2010 2011 2012
TOTAL 0 1206 1497 1735 1528 1678 2339 2693 3225 4223 4388 5708 5856 5783 5378 6360 6915 7274
ISTANBUL 0 709 847 907 750 782 1052 1362 1784 2315 2313 2917 3117 2947 2877 3380 3644 3693
The Distribution of Industrial Design Applications (Istanbul - Turkey)
The Distribution of Industrial Design Registries (Istanbul - Turkey)
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     Figure 5.7 : Sectoral distribution of applicants to Design Turkey Design Awards 
                        in 2008 and 2010 (Hasdoğan, 2010).                              
 
Considering  the locational  distribution of the industrial design activities in Istanbul 
and outside Istanbul , 51% of industrial designers in Turkey operate in Istanbul, 73% 
of design offices are situated in Istanbul and 56% of manufacturing firms operate in 
Istanbul  (Hasdoğan, 2010). The locational distribution of industrial design activities 
is presented in Appendix I1,I2,I3.   
In Istanbul, the largest group of design graduates work in academies, then in public 
and commercial products sector which widely consists display and sales equipment. 
(Hasdoğan, 2010). The other sectors are represented in the figure below:   
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Figure 5.8 : The sector domains where the industrial designers inside and outside of 
Istanbul work (Hasdoğan, 2010). 
Lastly, considering the distribution of designers who work professionally in the 
industrial design field in Istanbul, 19% of them work in the field of the public and 
commercial products with the highest rate. Furniture sector follows it with 12%, then 
sport, hobbies and personal product field comes with 11% share.  Medical equipment 
has the smallest  share with 1% (Hasdoğan, 2010). All sector shares are represented 
in the figure below: 
 
      Figure 5.9: The distribution of professional designers working in the field of         
                         industrial design sectors in Istanbul 
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5.3.3 Fashion design 
With the changing consumption trends and the unfair competition caused by low cost 
production in China and the other Far Eastern countries, Turkey‘s clothing and 
textile industry got under a structural transformation leading the manufacturers to 
produce value added products by means of design and brand creation (Som, 2010). 
While the Turkish textile industry initially played the role of contract manufacturer, 
it gradually endeavoured to create brands, and the textile and ready-to-wear 
companies, particularly in Istanbul, started manufacturing products focused on 
design innovation rather than price. This has played an important role in the 
development of fashion design sector in Istanbul (Enlil et al., 2011). Besides, the 
awareness of design has been improving in the sector thanks to the certain private 
and public promotions (Som, 2010). 
As stated in the report of Agentschap NL (2012), the cotton production of Turkey 
and the proximity of  the country to the  European markets are the main strengths of 
the textile and clothing industry of Turkey.  The country has a good quality clothing 
reputation  and many Turkish clothing companies now operate in global markets  
(Agentschap NL, 2012). 
Istanbul is considered as the heart of the fashion sector of Turkey. It is the center of 
the commercial and economic fashion activities and education as well. ―There is a 
vast accumulation of knowledge resulting from a history in production in the city 
with the biggest portion in exports in the clothing and textiles field in Turkey‖ (Som, 
2010, p. 5).  
Considering the trade numbers of fashion goods of Turkey and the other developing 
economies, UNCTAD Report (2008) provides the relevant information. According to 
this report, China has the largest share of export of fashion goods among the world 
with the rate of  29,16%  in 2005. Turkey has  0,9% export share of the world fashion 
market in the same year with 542 million Dollars. This sector constitutes % 10,67 of 
the total export goods of Turkey (UNCTAD, 2008). The other top developing 
economies in terms of fashion goods export is represented in the table below: 
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     Table 5.11 : Top 10 exporters of fashion goods developing economies, 2005                  
                         (UNCTAD, 2008). 
 
 
According to the data provided from ICC (Istanbul Chamber of Industry) in 2009, 
taking into account all the firms registered to ICC, there are 6513 firms operating 
under manufacturing of textile products, 12481 firms manufacturing of clothing 
products, 1440 firms operating under the retail trade of clothing products. According 
to Istanbul Chamber of Industry 2010 data, 2472 firms registered to the Chamber 
under the clothing while 1180 firms registered under the textile manufacturing in 
2010 (Som, 2010). 
Regarding to the representative institutions and the fashion culture, there are 92 
members of Fashion Designers Association in 2010, classified as the fashion 
designers, the young fashion designers, the future fashion designers, and the fashion 
fabric designers. The most important fashion event in the country is the  Istanbul 
Fashion Week, which is considered as the official fashion organisation of the 
country. A vast number of  local and foreigner visitors follow this event since the 
first year of the organisation 2009 (Som, 2010). 
5.3.4 Visual Arts 
The visual arts sector in Istanbul has been under a rapid development in the last two 
decades. The number of the art fairs and the artist initatives have increased 
dramatically, and the art market started to strengthen its position recently. Similar to 
all other cultural and creative industries, Istanbul is the heart of the visual arts sector. 
Exporter Value (Million$) Share in country % Share in world %
World 60,1 17,91 100
Developed economies 27825 14,31 46,30
Emerging economies 31864 23,39 53,02
Economies in transition 161 17,65 0,27
China 17524 28,56 29,16
China, SAR of Hong Kong 7845 28,34 13,05
India 1523 18,67 2,53
Pakistan 767 48,54 1,28
Singapore 757 24,66 1,26
Korea 584 19,84 0,97
Turkey 542 10,67 0,90
China, Taiwan 424 16,15 0,70
Tailand 359 8,29 0,60
Indonesia 277 9,79 0,46
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For instance, five of the seven art fairs organized in Turkey is held in Istanbul. The 
most important sectoral foundations and the international auction houses reside in 
Istanbul as well (Bakbaşa, 2010). 
The visual arts sector encompasses painting, sculpture, graphics,  print and 
photography. Actors in production and creation processes in this sector are the  
galleries, universities, artist ateliers and art initatives. Despite the difficulty to get the 
accurate number of artists performing in this sector, according to the unique  
professional association GESAM (Türkiye Güzel Sanat Eseri Sahipleri Meslek 
Birliği) 207 artists reside in Istanbul.  
One of the main problems of this sector is that there is no sufficient investment 
available for the artists even though visual arts market has been developing 
incrementally  both in Turkey and the world in the recent years. Due to the lack of 
those public incentives, it is tough for the artists to hold on to perform their 
profession independently in the market. Therefore, they prefer to work dependently 
with a gallery or make a shift in their carreer by working in another sector (Bakbaşa, 
2010). 
Within the scope of Istanbul Cultural Inventory Research, the  number of the artist 
initatives have dramatically increased in the last few  years. Even though there were 
only 4 artist initatives in 2000, this number increased to 29 in 2009. Beside this 
quantitative increase, there have also been improvements in the quality of those 
initatives such as encompassing different disciplines like architecture, e-culture, film, 
music, graphic and digital art. The numbers of the art initatives by different years are 
represented in the table below: 
Table 5.12 : The number of art initatives in Istanbul by years (Bakbaşa, 2010). 
Year Art initative numbers 
2000 4 
2005 8 
2010 29 
         
 
In Istanbul there are 172 art galleries, and 43 art ateliers. There are several 
international art fairs and the biennials organised in the city attracting the world‘s 
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attention to Istanbul such Art Bosphourus, Art Istanbul Art Fair, Istanbul Biennial, 
Contemporary Istanbul Art Fair. 
Considering the rate of the art fairs organized in the whole country, 71,14% of them  
reside in Istanbul represented in the following table.  
Table 5.13: Art Fairs organised in other world cities (Bakpaşa, 2010). 
 
 
According to the table above, comparing the number of art fairs of Istanbul with the 
other world cities, it lags behind with regards to New York and Londra, but shares 
the same number with Paris. 
5.3.5 Advertising 
All the data and information used in this section is extracted from the Istanbul 
Cultural Inventory, the Advertising Industry Report (Töre, 2010). 
To start with, the advertising industry is  among the fastest developing sectors of 
creative industries.  It lies at the heart  of the television and film industries, and also 
triggers many other creative  sectors such as music, video, software, photography,  
and internet.   
Considering the number of firms and employment, the advertising industry 
constitutes 10% of the total cultural economy in Istanbul. It creates 15% of the 
cultural economy by turnover. Compared to UK, the advertising expenditure in the 
country remains quite small by 2009, however  it has been growing incrementally in 
the last decade recording a 210% growth between 2000-2009. 
According to TSI, there are 8.289 companies in Turkey operating in advertising 
services in 2008. Even though this number remains small comparing to the total 
number of the agencies in the country,  the growth rate between 2003-2008 is 
striking with 111,56%, as represented in the table below: 
Art Fairs Art Fairs Organised Share
Organised in the country
London 12 42 28,57%
Paris 5 28 17,86%
New York 14 105 13,33%
Istanbul 5 7 71,14%
139 
Table 5.14 : The number of advertising firms in Turkey (Töre, 2010). 
Description 2008 
2003-2008 
Development % 
Advertising service 82.889 111,56 
Turkey(total) 2.583.099 48,42 
      
Advertising companies compose 10,34% of the total firms of the cultural economy of 
Istanbul. In addition, %48,77 of  the total number of advertising firms in Turkey 
resides in Istanbul in 2002.  
The employment rate in this sector in 2008 is 47.647, which accounts for a small 
proportion of the total employment number in the country. However, the growth rate 
is striking with 115, 47%  between the years 2003-2008, which is presented in the 
table below:   
Table 5.15 :   Employment in advertising sector in Turkey (Töre, 2010). 
Description 2008 
2003-2008 
Development 
% 
Advertising 
service 47.647 115.47 
Turkey(total) 10.087.751 51,15 
 
The people who work in this sector constitute 10,69% of the total culture economy. 
Besides, in 2002, 12.215 people are employed in the advertising sector of Istanbul, 
which was constituting the 71,38 % of the total employment of the country.     
Considering  the sales, in 2008, the turnover of advertising sector accounts for 
8.876.693.973 TL. The growth rate between 2003-2008 is higher than the total 
turnover growth in the country with the rate of 178,53%. 
Table 5.16: Sales in advertising sector in Turkey. 
Description 2008 (TL) 
2003-2008 
Development % 
Advertising service 8.876.693.973 178,53 
Turkey(total) 1.766.486.418.815 136,07 
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Moreover, the turnover of the  advertising  sector constitutes 15,29% of the total 
culture economy turnover.  
Lastly, it is noteworthy to mention that 9 advertisement  companies in Turkey are 
100% foreign-capitalized. 17 firms work with foreigners under collaboration or 
partnership agreements. With the start of inflow of foreign capital to Turkey in 
1980s, large-scale international establishments started to launch their representative 
agencies in Turkey. Hereby, the foreigners trained the local employees who work in 
advertising sector  which contributed to the development of the sector. 
5.3.6 Film Industry 
Firstly, as similar with the earlier sections, all the data and information used in this 
section is extracted from the Istanbul Cultural Inventory, the Film Industry Report 
(Töre, 2010). 
Film industry is also among the fastest developing sectors of creative industries in 
Turkey. Besides the feature films,  TV series have been a great component of the 
film industry in Turkey. Therefore, film industry is at the core of television and the 
advertisement fields, and it triggers other creative industries like music and video.  
The film industry rapidly creates employment opportunities and a large added value 
for the production and consumption where the visual communication and the new 
media are dominant. Considering the total turnover of the film industry in Turkey by 
2008, it amounts to 1,2 billion TL, which accounts for  %0,07 of the turnover of the 
total industries in the country.  
According to TSI, the number of enterprises in the film industry in Turkey by the 
year 2008 is 1.546, which is equal to %0,06 of the total number of enterprises in the 
country. This rate is quite small comparing to other  countries, however, this  
industry has developing by increasing firm numbers.  
Film industry in Turkey is historically located in Istanbul. The production and the 
distribution firms in this sector to a large extent posit in Istanbul. According to  TSI, 
in  2002  %71,53 of the total production firms and  %72,73 of the total distribution 
firms inTurkey are situated in Istanbul as represented in the table below: 
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   Table 5.17 : Firm numbers in the film industry in Istanbul and Turkey in 2002 
(Töre, 2010).               
                    
Name of  activity Istanbul Turkey % 
Production of movie and video 
film 201 281 71,53 
Distribution of movie and video 
film 8 11 72,73 
The number of movies presented 85 321 26,48 
 
Considering  the employment rates, the people who work in this sector including the 
production, distribution and presentation segments are concentrated in Istanbul. For 
instance, %81,42 of the total employment in the production of film industry in 
Turkey  in 2002, was in Istanbul as represented in the following table: 
 
Table 5.18 : Employment in Film industry in Istanbul, Turkey in 2002. 
 
Name of  activity Istanbul Turkey % 
Production of movie and video film 881 1.082 81,42 
Distribution of movie and video film - 89 - 
The number of movies presented 794 2.121 37,44 
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6. DUTCH DESIGN OPERATIONS  
Before dealing with the creative industries in the Netherlands  and the Dutch policies 
on creative industries, changing economic powers of the world economy,  and the 
contribution of foreign designers to the design sectors of transition economies  will 
be discussed shortly. By this way, the main reasons of the operations of developed 
countries in the design sector and creative industries of transition economies, will 
tried to be understood.   
 6.1  Changing Economic Powers and Working with Foreigners 
For many years economic growth and innovation seemed to flow from the developed 
world into the emerging markets. However in the last decade, the relations between 
the matured and emerging economies became operating in a mutual way in terms of 
innovation, investment and competition. The situation is same in the field of new 
product development. ―More and more, innovation—the use of intellectual capital to 
create new products or services that generate positive business results in the form of 
financial returns—is being exported from emerging markets into other emerging and 
developed markets‖ (Mundim et al., 2012).  
Global economic power is now shifting from west to the east and south. The 
emerging economies such as China, India, Brazil and Turkey were not affected 
severly from the recent crisis, even they enjoyed increasing growth rates. These 
emerging markets are growing rapidly contributing to the global GDP. ―Consider 
that between 2010 and 2015,  global economic output is forecast to rise by $8.5 
trillion. Emerging markets are expected to account for about 62 percent of that 
growth‖ (Egan & Ovanessoff). 
The recent large scale economic crisis impacted  a wide range of industries in mature 
countries . Thus, they saw a way out of crisis by   innovation and making business in 
emerging markets who are doing economically well. ―With sales growth flat for 
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many western markets, multinational companies are hoping to tap emerging markets 
across a variety of sectors‖ (Edwards & Waite). In this point, Turkey also has seen a 
great deal of foreign investment and business inflows in the recent years.  
With the last economic crisis, while the economic recession is felt  in most of the 
industries, several researches and studies showed that the creative industries 
accounted higher growth rates  contributing to the economic recovery. Hence, 
developed countries  have started to find ways for cooperation with business partners 
in the emerging economies in the field of creative industries as well as the other 
sectors. 
Considering the contributions of foreign designers to the design sectors of 
developing countries, it is mostly accepted that the foreign designers help in the 
development of design industries in developing countries with their unique design 
capabilities, advanced technology, design skills, and expertise. Foreign designers, 
particularly the ones from matured countries who had the opportunity to experience 
the design practice in their land where it developed much earlier than the rest of the 
world, have increasingly started to take part in the design sectors of the developing 
countries in the last decade.  
There are several advantages to work with foreigners to enhance the progress of 
design industry in a country.  For instance, foreign designers make contribution by 
bringing value and expertise, and introducing modern techniques. They are good at 
certain issues such as sustainability, human-centered design and advanced 
technology incorporating technical expertise. As it was discussed in a conference 
held in India entitled ―Foreign designers, a part of Indian ethos‖, it was a commonly 
agreed fact that the foreign architects and designers have become an integral part of 
the development process of Indian design sector. One of the speakers referred to the 
advantages of working with foreign designers as follows:  
One of the major advantages that a foreign firm brings in is the sheer experience of having done it 
several times over. India has not yet built such massive scales and we are just beginning to get there. 
So it makes sense to invite an international firm with the experience is always helpful. Also, their 
drawing standards are far superior to their Indian counterparts. (―Foreign designers, a part of Indian 
ethos‖, 2013, p. 34). 
Another speaker addressed the fact that when the Indian firms work in an 
international assignment, they have the advantage of having an earlier experience 
that they worked with a foreigner before, which increase the value of the firm. It is 
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also noted that foreigners were very good at planning and focusing on details, by this 
way their works  result in success (―Foreign designers, a part of Indian ethos‖, 2013). 
Not only developing economies, but also matured countries are aware of  the 
contributions of foreign designers to their design industry . For instance, according to 
the final report of the Nordic Innovation Center (2004), which was realized to 
emphasise on the competitiveness and industrial dynamics of the Nordic design 
industry, certain policies are required to promote the involvement of more design 
employees from non-traditional backgrounds and to encourage more inward 
migration of foreign design experts, professionals and firms (The Future in Design, 
2004). They argue that the new talent and diversity are key for development. They 
can bring new perspectives, contacts, and skills into the Nordic industry. They also 
note that foreign designers are not a threat to domestic employment, in contrary such 
inflows are most likely to support the long-term development and prosperity of the 
industry (The Future in Design, 2004). 
Beside the contributions and advantages that foreign designers bring to the 
developing countries, there are also some critics pointing out the problems that 
foreigners bring. China case reinforces this opinion. China, as the world leader in 
economic growth performance today, undertook the modernisation and development 
policies such as urban regeneration in order to show the country‘s growing economic 
performance to the world. In order to meet the demands of the construction boom in 
the country, they have been hiring foreign designers and architects from other 
countries like Europe and the United States. By this way, the foreign designers 
increase their reputation and gain the chance to create plans for huge developments 
that they can not find in any other part of the world. While Chinese people are glad 
that those iconic buildings designed by foreigners outweight the value of their city, 
they also worry about the inconsistent designs with Chinese way of culture deriving 
from the fact that foreigners are not knowledgeable enough  about the history, culture 
and environment of China.  Their another concern is that foreigners see the land in 
China as an opportunity for experimentation, so they  use vast amount of land for 
their experimentations (Hyatt, 2011). 
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6.2 Creative Industries in the Netherlands 
The creative business sector in the Netherlands relates to three different sectors as the 
arts (the performing arts, the visual arts, cultural heritage and cultural events), media 
and entertainment (film, the audiovisual sector, language and literature and 
journalism), and creative business services (design, fashion, architecture, new media 
and games, advertising) (KEA,2003). 
The following paragraphs include the statistical data of the Dutch creative industries. 
To start with, in 2008 the added value of creative sector of the Netherlands estimated 
at more than 16.9 billion Euros, which was equal to 3 percent of GDP (Holland 
Trade). To compare the growth rate of this sector by years, in 2003 the share of value 
added to national GDP was 2,7%. During 1999-2003, the average turnover growth 
rate of the cultural and creative sectors was 5.0%. In 2004, turnover of creative 
industries accounted as 8,4 billion Euros in 2004 (KEA,2003). 
In 2009, the Dutch creative sector consisted 43.000 companies, which accounted 5% 
of the total number of companies in the country (Holland Trade). The creative sector 
of the Netherlands is characterised by an increasing number of small enterprises and 
freelancers. In 2004, 240.000 people were working in creative industries which 
acounted 3,2% of the total  workforce (KEA,2003). On average, the employment 
ratio within the creative industry is growing faster than other sectors in The 
Netherlands  (Handelsroute, 2010). In the city base, during the period 2006-2009 in 
the city of Amsterdam, the number of people working in the creative industries 
increased 6.6 per cent (UNCTAD, 2010). 
Considering the trade numbers, the amount of creative goods that the Netherlands 
export amounted to 10,527 million Dollars in 2008. To compare it with Turkey, the 
export value of Turkish creative goods amounted to 5,369 million Dollars in the 
same year. 
 The table below shows the significant contribution of the Netherlands to the global 
creative industry. 
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         Table 6.1: The contribution of the Netherlands to the global creative industry      
                           (Handelsroute, 2010). 
  Art  Audio    Music New   Visual   
  
and 
Crafts Visuals Design 
 (CDs, 
tapes)  Media Publishing  Arts Total 
  
23.244 664 218.173 14.929 12.035 44.304 221.419 335.494 World (million $) 
World % 6.9% 0.2% 65.0% 4.4% 3.6% 13.2% 6.6% 100% 
Developed 
Economies (min. 
$) 9.118 592 112.595 13.424 6.471 36.593 15.651 194.445 
Developed 
Economies (%) 4.7% 0.3% 57.9% 6.9% 3.3% 18.8% 8.0% 100% 
The Netherlands 
( min.$) 555 0 3585 1325 330 1205 250 7250 
The Netherlands 
(%) 7.7% 0.0% 49.4% 18.3% 4.6% 16.6% 3.5% 100% 
 
When the export values of creative goods among the developed economies are 
compared in 2008, the Netherlands ranks as the 6th in with 10,527 million Dollars 
value and 2,59% market share (UNCTAD, 2010). The top ten developed countries 
are presented in the table below: 
            Table 6.2: Creative goods:Top 10 exporters among developed economies    
                              (UNCTAD, 2010).          
                               
    Value Market Growth  
  
 (In millions of 
$)  Share (%) rate(%) 
  
Exporter 2008 2008 2003-2008 Rank 
 United States 35.000 8.60 13.31 1 
2 Germany 34.408 8.45 14.66 
3 Italy 27.702 6.83 9.69 
4 
United 
Kingdom 19.898 4.89 6.47 
5 France 17.271 4.24 10.16 
6 Netherland 10.527 2.59 11.59 
7 Switzerland 9.916 2.44 13.54 
8 Belgium 9.220 2.27 6.74 
9 Canada 9.215 2.26 -0,94 
10 Japan 6.988 1.72 14.74 
 
When the relative share of  culture and creative industries in the overall economy is 
compared across the European countries, the Netherlands holds the first rank of the  
148 
list. It has a share of 3.4% of the culture and creative industries in the gross domestic 
product. Then it‘s followed by Sweden with the share of 3.3%, the United Kingdom 
with 3.3%,  and Denmark with 3.2% (Sondermann, 2010).   The relevant data is 
represented in the table below: 
 
Figure 6.1: Ranking of countries in the European culture and creative industries,                       
                   relative values, 2009 (Sondermann, 2010).    
All the preceding countries have got developed service sectors. The reason that the 
Netherlands ranked as the first is that it follows a Europe oriented export strategy  in 
this sector similarly to UK (Sondermann, 2010). 
Considering the characteristics of Dutch creative industries, the policy paper of 
creative industries entitled ‗Creative Value‘ presents a SWOT analysis of the creative 
industries of the Netherlands (Appendix J).  According to this study, the strengths of 
Dutch creative industries are articled as follow: 
 Flexibility, adaptability; multidisciplinary nature 
 Motivation, expertise; ability to think up new and unconventional solutions 
 Combination of design and technology 
 Good creative training courses 
 Major players are strong exporters 
 Good international reputation 
The weakness of creative industries are also presented below: 
 Lack of strategic orientation;fragmentation; lack of coordination 
 Lack of expertise on exploitation of intellectual copyright 
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 Limited entrepreneurial skills; creative courses pay insufficient attention to 
entrepreneurship 
 Limited production skills; little upscaling of ideas and integrated chain 
management 
 Limited potential for growth and internationalisation; low productivity 
(Creative Value, 2009).   
6.3 Design in the Netherlands 
There is a strong and highly-respected design sector in the Netherlands considered as 
a significant sub sector of creative industries. Design contributes to country‘s 
economy with high economic performances ( NL Agency).  
According to World Design Survey (2010), the number of designers in the 
Netherlands was equal to 46,100 in 2010 and the  annual revenue amount of a design 
specialised company amounted to 157.5 million EUR in the same year.  
According to the World Economic Forum‘s Global Competitiveness Report 2001-
2002, which provided the case for the use of design as a mean of maximising 
international competitiveness, the Netherlands ranked as the third country in the 
world competitiveness, and  the seventh in design ranking  (KEA, 2006). The 
ranking of the countries on the basis of their competitiveness and use of design are 
represented in the table below: 
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Table 6.3 : Global Competitiveness Report 2001-2002  
Country Current competitiveness 
ranking 
Design ranking 
Finland 1 1 
United States 2 2 
The Netherlands 3 7 
Germany 4 3 
Switzerland 5 6 
Sweden 6 8 
United Kingdom 7 10 
Denmark 8 9 
Australia 9 21 
Singapore 10 22 
Canada 11 15 
France 12 4 
Austria 13 12 
Belgium 14 16 
Japan 15 5 
Iceland 16 14 
Israel 17 13 
Hong Kong SAR 18 24 
Norway 19 18 
New Zealand 20 20 
 
6.3.1 Dutch Design 
Design is a high status sector in the Netherlands. Particularly the product design 
culture is very strong beside the other design fields such as design management, and 
graphic design (NL Agency). 
Dutch designers have acquired a special position in the international design world 
with their reputation of  being not only  artistic and conceptial, but also practical and 
functional (SICA). Well-known designers such as Benno Premsela, Wim Crouwel, 
Marcel Wanders, fashion designers Viktor & Rolf, also names from the past such as 
Willem Gispen and of course Gerit Rietveld as classics all contributed Dutch design 
to cross the borders and reached to the international scene (SICA). 
―One persistent issue perhaps best typifies Dutch design: the designer‘s social and 
ethical responsibility‖ says Thomas (2008).  In the 1970s democratization was in the 
central stage; however today globalisation and environmental issues are the most 
important ones.  Whatever the issue is, Dutch designers‘ role do not change, it 
always remains as contributing to a problem with a certain solution  (Thomas, 2008).  
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The conceptual design has a very important place in Dutch design sector. It was 
introduced from the second half of the 1990s. ―Besides their literal meaning, the 
words are a symbol of something much larger: a way of working which is extremely 
functional yet, at the same time characterised by an autonomous approach‖(SICA). 
The symbolic meaning of  products or services can be  a form of a story or a thought 
which gives the added value. There have been many designers who changed our 
perspectives on our everyday lives and perception of aesthetics by creating 
masterpieces with symbolic values. For instance the ‗Chest of Drawers‘ designed by 
Tejo Remmy (1991)which  was made up of a motley collection of recycled drawers 
held together by a wide band to protest overproduction and overconsumption 
(SICA). 
 
Figure 6.2: ‗Chest of Drawers‘, by Tejo Remmy (Sheila Thomson). 
Dutch designers have always worked with aesthetic principles but simplicity is above 
all. Affordability of the products or services are significant, preferably cheap 
products are more widely appreciated than the ones which are designed in an eye-
catching model with very specific material, or colors (Thomas, 2008). 
Dutch design is embodied both in technological product innovation process and 
creating brand value.  In the Netherlands, design is seen as a strategic part of the 
innovative product development process where it is embodied in the very early 
phases of this process, constituting an integral part of it. Apart from just contributing 
to technological innovation, design is also used as a strong business tool via graphic 
design which supports significantly brand creating process through constituting the 
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corporate identity. By this way, design gives competitive position to the companies. 
(―Connecting Creativity Turkey & The Netherlands‖, 2012) 
Graphic design, typography and letter designs have always been important in the 
Netherlands. Communicating a message effectively is  still appreciated more than a 
demonstrable commercial success. This tendency might have been caused by the fact 
that trade has been more important than the production in the country throughout 
history (Thomas, 2008). 
The role of handicraft was significant in Dutch design history.  Designers was seeing 
the handicraft work and small scale enterprises as  means for personal expression and 
production of unique objects. The artisan and artistic design have always attracted 
people more than the mass-produced products despite of their functional or 
commercial success (Thomas, 2008). ―Even in 1950s and 60s, when 
industrializatiaon was welcomed with open arms, designers continued to cherish 
handicraft‖ (Thomas, 2008, p. 238). 1960s were the peak years of industrial 
production in the country, since then it has been on a steady decline and most of the 
companies moved their manufacture to Eastern Europe or Asia. The designers 
continued to work on their profession, this time with the far away manufacturers 
(Thomas, 2008). 
 6.3.2 Strengths of Dutch designers 
 ―Traditionally, the Dutch have a strong faith in the capacity of design to build a 
sustainable society‖ (―Connecting Creativity Turkey & The Netherlands‖, 2012, p. 7) 
This can be seen from their success in country‘s land creation and protection from 
the water and how they achieved it by using their potential creativity, technological 
innovation, and social collaboration. Dutch designers have the ability to combine the 
hightech innovation with craftsmanship,  aesthetics with social engagement. They are 
legend at technically problem solving, generating new ideas and technologies, 
resulting sustainable solutions thanks to their integral and  multidisciplinary 
approach (―Connecting Creativity Turkey & The Netherlands‖, 2012). 
Considering  the architecture sector specifically,   Dutch architects and planners are 
quite experienced in creating sustainable urban and agricultural environments.  Dutch 
industrial designers are experienced in using energy-saving technology to create 
more sustainable environments, and design medical systems that are both more 
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efficient and more human-oriented. Speaking of  fashion designers, they have the 
ability to link the traditional crafts with contemporary concepts, technologies and 
markets. Dutch designers generally have strong know-how in the fields of industrial 
design, public design, service design, design management, design thinking. They are 
also well experienced  in working with different cultures in foreign markets 
(―Connecting Creativity Turkey & The Netherlands‖,  2012). 
NL Agency lines up the concrete examples and services that the Dutch designers are 
successful as follows: 
 Interior products, such as furniture and lighting 
 Graphic design, brand design, typography and illustration 
 Signposting/ Way finding (Airports, Railway Stations) 
 Designs for public spaces, including street furniture 
 Design of medical equipment 
 Mobility design, including bicycles and recreational yachts 
 Design for museums and exhibitions 
 Interactive design: including gaming, serious gaming, web design, viral 
movies, and animation 
 Communications design, such as for government public information 
campaigns (i.e. tax administration) 
 Complex visual identities for public organisations such as ministries and 
municipal governments ( Holland Trade ). 
6.4 Policy Programmes on Creative Industries 
Before taking a deeper glance at Dutch policies on creative industries, it is 
noteworthy to address that the Netherlands does not have an explicit design policy, 
even though it has effective programs supporting the design industry. As Whicher et 
al. (2012) mentiones,  while many European countries have explicit design policies 
such as Finland, Denmark, the UK, Sweeden, there are many other countries which 
do not have any explicit design policy articulated in policy documents, but have 
active design programmes, design centers and well rooted design traditions such as 
the Netherlands and Germany.  
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  6.4.1 Policies on creative industries 
Creative industries in the Netherlands have  quite significant place in the economy as 
addressed earlier. Despite the relative small size of the Dutch economy compared to 
China or the US, it is one of the top 12 exporters of creative products in the world 
(Table 6.2). Creative industries  employ around 261.000 people, more than 3% of the 
total workforce and directly contribute to 3% of the GDP of the Netherlands (Tomka, 
2010).  The cohesive cultural and economic policies of the Netherlands play 
significant role on the succecss of creative industries, and those policies are 
constructed based on the increased value of creative industries in the country 
(Ministry of Culture, Education, and Science, 2010).  At the end, these industries are 
very well supported by the government and a whole network including industry 
profesisonals, organisations, and institutions that is created by the government 
policies resulted in a greater success for the development of those industries (Tomka, 
2010). 
The Netherlands considers the creative industries as problem solving tools for the 
challenges they face both in economic and social domains. Marjan Hammersma, the 
Director for Media and Creative Industries at the Ministry for Culture in the 
Netherlands, points out the fact that creative industries find solutions to certain social 
problems as well as they stimulate economic growth. She argues that they offer a 
new perspective on certain issues such as aging population, the constantly more 
expensive health care and the lack of oil (Impulse Speech). 
As mentioned earlier,  despite of not having an explicit design policy, there are 
strong design-related institutions  and design programmes in the Netherlands that are 
constituted by the public and private support and collaboration. The policies on 
creative industries are articulated in policy documents and the country has been 
pursuing an active national policy in this topic since in 2004. There are two well 
connected elements in this policy both cultural and economic due to the fact that the 
creative industries are distinced from traditional industries and consists of different 
challenges, and need to be supported from different perspectives. In this sense 
―Cultural policy focuses primarily on the quality, diversity, content, independence 
and accessibility of cultural supply, whereas industry policy focuses on sustainable 
economic growth, productivity, entrepreneurship, innovation, export and 
employment‖ (OCW 2009, as cited in Tomka, 2010, p. 9).  
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In the Netherlands,  creative industries are supported under the umbrella of 
innovation policy. After the general elections of 2010,  the new ‗top sector‘ approach 
published by the Ministry of Economic Affairs, Agriculture and Innovation which 
shapes the direction of the government‘s new enterprise policy. According to this 
approach, nine ‗top sectors‘ were designated in a cohesive policy agenda with a 
specific allocated budget of approximately 1.5 billion Euros. These ‗top sectors‘ 
were building strengths in the Dutch economy and this new approach was one of the 
main objectives of  the future innovation policy of the Netherlands and the creative 
industries‘ was ranking as one of those top nine sectors (Pro Inno Europe, 2011). 
6.4.1.1 'Our Creative Potential' 
The first policy programme on creative industries was initiated in 2004 by the 
cooperation between the Ministry of Economic Affairs and the Ministry of 
Education, Culture and Science (Creative Value, 2009). It was a three year 
programme (2005-2008) named ‗Our Creative potential‘. ―Its chief aim was to 
improve the exploitation of opportunities by the creative industries and to promote 
development of the cultural sector‘s economic dimension‖ (Creative Value, 2009, p. 
32). The Cabinet made 15 million Euros available for this programme as an initial 
incentive, then until the end of program an additional 100 million Euros was released 
as a further support in local and multicipality level through other means such as the 
Advancement of Research and Development Act (WBSO), the Economic Structure 
Reinforcement Fund (FES), Innovation Performance Contracts (IPC), Innovation-
Oriented Research Programmes (IOP), innovation vouchers, Centres of 
Entrepreneurship, the EVD, Syntens and the chambers of commerce. With this extra 
support, a number of projects were held particularly focused on network initiatives 
between the creative sector and other sectors, research,education, digitisation of 
heritage and internationalisation projects (Creative Value, 2009). 
When the overall assessment of this policy is made, the main aim of the programme 
was  ―to link culture and the economy so as to increase the economic value of culture 
and creativity‖ (Ministry of Culture, Education, and Science, 2010, p. 4). It was 
considered as an experimental initiative to give incentive for  development of added 
value of creative industries. The programme contributed to the awareness of 
creativity in the economy among a great number of parties such as businesses, 
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organisations and governments (Creative Value, 2009). It also helped for the further 
development policy about creative industries, but social and economic opportunities 
have remained partly unused and the creative potential could not turn to commercial 
applications (Ministry of Culture, Education, and Science, 2010). Thus, the 
government has decided to continue another policy program at the end of this first 
policy. 
6.4.1.2 'Creative Value' 
After the first policy programme, the Dutch government presented a second policy 
programme in the Autumn of 2009 entitled ‗Creative Value‘ which would last in 
2013. The aim of this policy was to further support innovativeness and as a result to 
reinforce the economic and social value of creative industries (Ministry of Culture, 
Education, and Science, 2010). Therefore,  they got a new 100 million Euros direct 
support between the years 2009-2013 in order to deal with the key issues through 
wide-ranging programs related with the intellectual property rights, entrepreneurial 
skills, innovation and design incubators, exportig creative goods, tourism growth, 
research and international cooperation (Tomka, 2009). 
This time, ―together with the creative industries, the Dutch Government aimed to 
build enterprising and innovative creative industries whose products and services are 
utilised on a wide scale‖ (Ministry of Culture, Education, and Science, 2010, p. 5) 
and they set up six lines of actions: 
1. Drawing up a strategic agenda for and by the creative industries; 
2. Encouraging research, education, and entrepreneurship; 
3. Broadening the international orientation and improving access to international 
markets and the position there; 
4. Improving access to capital; 
5. Strengthening the digital and physical infrastructure; 
6. Improving understanding of intellectual property rights and their utilisation 
(Ministry of Culture, Education, and Science, 2010). 
The focus of the programme was the first action line as ‗drawing up a strategic 
agenda for and by the creative industries‘, because an obstacle of creative industries 
in the Netherlands was their inability to act as a unifying force due to the fact that the 
sector is made up of small business and independent enterpreneurs.  This was 
157 
preventing to act together in a collaborative and collective way. Therefore, the 
government has invited the industry professionals to come up with their own 
strategic plan (Tomka, 2009). After the agendas drawn up, the government supported 
the projects by allocating certain funds. 
6.4.2 DutchDFA 
One of the action lines of the second Dutch Policy ‗ increase international orientation 
and improve foreign market access and position‘ constituted a  motivation for the 
introduction of DutchDFA Programme, similarly all the Dutch design operations 
held in Turkey. 
The Dutch Design Fashion Architecture (DutchDFA) programme started in 2009 
aimed at strengthening  the international position of the most outstanding sectors of 
the Dutch creative industries - design, fashion and architecture –in four focus 
countries which are China, India, Germany,  and Turkey (Istanbul region). It was a 
temporary programme between the years 2009 and 2012 with a multi-disciplinary 
approach, the cross-sector collaborations and the long-term focus. It was operated 
together with the existing support programmes for the internationalisation of 
preceding Dutch prominent creative sectors (DutchDFA).  
DutchDFA programme was funded by  three ministries: the Ministries of Education, 
Culture and Science , Economic Affairs  and Foreign Affairs. Each contributed  one 
million euros annually to make a total budget of 12 million Euros. The joint partners  
of the programme were the key organisations in design sector : Premsela  (the Dutch 
Platform for Design and Fashion),  the Netherlands Architecture Institute (NAI), the 
Association of Dutch Designers (BNO) , Royal Institute of Dutch Architects (BNA), 
the Association of Dutch Interior Architects (BNI) and MODINT (the trade 
association for fashion, interior design, carpets and textiles). The Netherlands has 
strong organisations in design sector and involvement of these  key organisations in 
the policy programme demonstrates the broad scope of the projects. Apart from these 
organisations, the representative of the ‗creative cities‘ of Amsterdam, Arnhem, 
Eindhoven, Rotterdam, Utrecht and The Hague; Agentschap NL, the Agency for 
International Business and Cooperation and the Office of the Chief Government 
Architect also involved in certain projects (DutchDFA). 
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The programme was regarded as a public-private collaboration. As Christine de 
Baan, the Programme Director of DutchDFA states that ―this unique public-private 
collaboration between the Dutch creative sector and the government, was the result 
of a joint initiative with a clear common mission: by joining forces, to strengthen the 
longterm international position of the Dutch design sector‖ (DutchDFA Year Report 
2010, p. 5). 
The main aim of the programme was to ―build long-lasting international partnership 
and focussing on topical issues and local demands while addressing issues facing 
today‘s world through design‖ (DutchDFA). The programme included several long-
term strategic programs that are based on certain issues in the focus countries China, 
Germany, India and Turkey. The activities were ranging all the way from 
matchmaking missions and educational exchange to positioning multidisciplinary 
exhibitions. The measures of all the projects were handled as matching 
(partners/demand), long-term, and multidisciplinary. ―To have a sustainable effect, 
they emphasise on no one-off actions without follow-up, always collaborate with 
local parties, and always respond to local demands‖  (DutchDFA Year Report 2009). 
The longterm programmes in four focus countries were including research, visitor 
programmes, missions and matchmaking, travelling exhibitions, education projects, 
incubators and design consultants, and partnerships and networks. Within the 
programme, Dutch Design Desks were introduced in three different cities :Berlin, 
Shangai, and Istanbul to provide services for  Dutch designers or design companies 
aiming to enter to those markets, or for foreign designers who want to enter to Dutch 
market.  
The programme came to an end on 31 December 2012. Some successful projects of 
the programme such as Dutch Design Workspace Shanghai and Dutch Design Desk 
Europe will continue to operate. They will keep providing local support for Dutch 
design companies targeting to do business in China and Germany in 2013 and vice 
versa. However, Dutch Design Desk Istanbul (DDDI) is closed (DutchDFA Year 
Report 2012).The detail information about DDDI will take part in the further section.  
As one of the goals of the projects, the follow-up programmes have started to be 
developed. Now, the Creative Industries Fund NL is currently dealing with the case 
in close consultation with key persons and organisations within design field, and 
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ministries for the internationalisation of Dutch design. For this follow-up 
programme, which will cover the years 2013-2016, the ministries of Culture and 
Foreign Affairs are providing a total budget of 8 million euros to the Creative 
Industries Fund NL (DutchDFA Year Report 2012). 
6.4.2.1 DutchDFA Focus on Turkey 
To start with, the Netherlands touches upon the benefits and concerns of Turkish 
economy  as follows: 
Turkey‘s fast-growing economy brings obvious benefits, as well as new concerns related to explosive 
urbanisation, high environmental pressure, and rapid modernisation of agricultural and crafts-based 
economies. The Dutch creative industries have valuable expertise for addressing these concerns, 
working in close collaboration with related sectors in the Netherlands, and with Turkish partners. 
(Press release, Launch DDDI, p. 2) 
The DutchDFA programme for Turkey started in 2012 and continued during the year 
with the aim of building strong networks with Turkish creative industries. Project 
included several collaborative exhibitons, conferences, workshops and etc. During 
2012, a wide-ranging programme of activities in fields of design, fashion, and 
architecture took place in Istanbul as the key location, mainly between September 
and December. Within this time, Dutch designers, architects, design companies, 
branch organisations, design institutes, schools and universities, found Turkish 
counterparts and developed projects together. The programme included exhibitions, 
research projects, trade missions, fashion shows, workshops, and lecture programmes 
(―Connecting Creativity Turkey & the Netherlands‖, 2012). 
The programme was introduced under the umbrealla of 400 th years of diplomatic 
relations between the Netherlands and Turkey. Within the year of 2012 beside 
DutchDFA Programme, there were also being held another range of activities by the 
Dutch and Turkish parties such as Ministries, Municipalities and cultural and social 
organisations to celebrate the 400th anniversary of trade relations.  ―The anniversary 
celebrations firmly focused attention on the future and aim to give the bilateral 
relations a new impulse‖ (Istanbul Contrast). 
6.4.2.2 Turkey-Netherlands Relations 
As mentioned in the former paragraph, the year of 2012 was the 400 th years of 
diplomatic relations between Turkey and the Netherlands. ―In 1612 the Dutch 
ambassador Cornelis Haga presented, on behalf of the Dutch Republic, his 
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credentials to the Ottoman Sultan of Ahmed‖ (NLTR400). Thus, this year is 
considered as the start of the relationships between two countries officially.  
Turkey and the Netherlands have acted as friends and allies for 400 years and 
developed multi-dimensional partnerships throughout history (NLTR400). The ties 
between two countries have become stronger in the recent years particularly in fields 
of trade, business, culture, and tourism. For instance, the volume of trade between 
Turkey and the Netherlands  has tripled in the last decade. The cultural and social 
exchanges have been increasing and this can be seen in the field of tourism. The 
Turkish population living in the Netherlands can be regarded as another tie between 
these two countries (DutchDFA, 2012). 
In the history between two countries, there was also a strong  relation in realm of 
creative industries. For instance, in the early 16th century, Amsterdam traders were 
operating in the Levant region, buying silk, angora wool, and Turkish carpets, and in 
exchange providing broadcloth and Delftware. Today, the textile and fashion 
industry represents one of the most upcoming sectors for Turkish- Dutch economic 
collaboration (― Connecting Creativity Turkey & The Netherlands‖, 2012). 
6.4.2.3 Design, fashion, architecture in Istanbul from Dutch perspective 
Within the DutchDFA Programme, Dutch parties identified key challenges of three 
focus areas (design, fashion and architecture) of  Turkey,  particularly Istanbul 
region. They articulated the potential of Dutch designers to overcome the challenges 
that Turkey is facing with, by offering solutions to the existing problems of the city 
in the preceding sectors. In this context, the challenges of Turkish creative sectors 
have became opportunities for Dutch designers. In the following paragraphs, those 
challenges and the expertise of Dutch designers in three creative sectors will take 
part. All the information used here is provided by the Report of DutchDFA entitled 
as ―Connecting Creativity Turkey & The Netherlands‖. 
a) Architecture 
Challenges: The identified complex of challenges of Istanbul in the field of 
architecture is created by the rapid urbanization of Turkey, particularly the explosive 
growth of Istanbul.  
Dutch expertise: Dutch architects, urban designers, and landscape architects are well-
known for their innovative problem solving approach, with their ability to manage 
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the complex large-scale projects and infrastructural tasks. Moreover, traditionally 
they have expertise in public housing, urban development, water management, and 
infrastructure issues while they focus on sustainability.  
Dutch advice: As an instance, while developing a city by taking into consideration 
the needs of its citizens and business circles, preserving the historical landmark areas 
is an issue to be solved. Meanwhile, providing well-built, earthquake resistent and 
affordable houses,  resolving infrastructural issues such as water, energy, waste 
management, and providing better public transport  are significant. 
b) Design 
Challenge: Turkey has a large and strong manufacturing industry, but there is still 
lack of undertaking for creating brands. However, the flourishing industry can 
provide a great opportunity for Turkish firms to create stronger Turkish brands for 
the international markets.  
Dutch expertise: Dutch have a strong expertise and deep knowledge in creating 
brand value through creativity, innovation, high-value design and innovative product 
development. They are also good at using design as a corporate tool through graphic 
design to constitute the corporate identity and brand value.  
Dutch advise: Turkey could get help from the Netherlands for the process of moving 
from  ‗Made in Turkey‘ to ‗Created in Turkey‘ or ‗designed in Turkey‘. 
c) Fashion 
Challenges: Even though Istanbul has a strong fashion business and high levels of 
export in this industry, complementary disciplines to fashion industry such as fashion 
photography and trend forecasting are less developed. 
Dutch advice:  For creating more international Turkish fashion brands, Dutch 
conceptual and experimental creativity and Turkish craftsmanship in combination 
can generate more success.  
Dutch expertise:  The Netherlands has the highest intensity of jeans fashion 
companies per square kilometre worldwide, and hosts the headquarters of many 
international denim brands. Denim expertise can be shared.  
6.4.2.4 Dutch Design Desk Istanbul 
Dutch Design Desk Istanbul was initiated with the fund of  DutchDFA on May 23 in 
2012 with the aim of being ―the first port of call for Dutch designers and design 
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companies aiming to enter the Turkish market, and for Turkish parties interested in 
collaborating with Dutch designers‖ (DutchDFA Press release, Launch DDDI, p. 1). 
Its target was to  provide business and design related services to relevant parties and 
acted as a knowledge bank providing advice and local support for individual 
companies during the year (DutchDFA). 
The services that the desk would provide are represented as follows: 
Tailored matchmaking: Under this title, the services were such as market 
development for products or services through identifying potential customers, market 
research, initiating calls and organization of introductory visits; sourcing 
development  for production and merchandising related research and service; channel 
development for distribution related research and service. 
Knowledge bank: Providing all the information related to the Turkish market 
structure, legal information, and a diary of events such as fairs and conferences. 
Advisory Services: Advice  to third parties for services like translation and notary 
services, financial/legal/ contractual services, business registration and office set up, 
visas and work permits, Media, government relations and etc. 
Presentation &Networking:  
Promotion of DutchDFA in Istanbul in collaboration with Dutch branch and 
governmental bodies through organisation of networking and visibility activities such 
as events, workshops, exhibitions, exchange programs, researches and publications, 
social media campaigns (Connecting Creativity Turkey & The Netherlands, 2012). 
The services that the desk aimed to provide  seemed to be not only networking in 
terms of business relations, but also setting up collaborations for long-term 
partnership. As the director of DutchDFA programme Christine de Baan states:  
 The Dutch Design Desk Istanbul forms a pivotal point of contact for Dutch creative entrepreneurs 
aiming to connect with Turkish clients as well as colleagues. Connecting demand and supply of 
specialized knowledge to address topical local issues, the desk supports the development of 
sustainable partnerships and valuable friendships (Dutch DFA Press release, Launch DDDI, p. 2). 
DDDI was launched with  support of DutchDFA, aiming to turn to a mostly self-
sustaining organisation from 2013 onwards. In November 2012 however, the DDDI 
asked for full Dutch government support for its future activities. When non was 
forthcoming, the director closed down Dutch Design Desk Istanbul, of which a 
special analysis will be made in the emprical research section.  On the other hand, it 
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is noted that the Netherlands Consulate-General in Istanbul will maintain its support 
of the creative industries in the coming years (DutchDFA Report 2012). 
6.4.2.5 Other projects 
Under the umbrella of  DutchDFA Programme, a wide-ranging activities took part 
both in Turkey and the Netherlands, in collaboration of the actors in creative 
industries of two countries. Most of those activities such as events, workshops, 
seminars, exhibitions and specific projects, actualised in collaboration of both 
Turkish and Dutch parties with the aim of  sharing mutual benefit. Their activities all 
encouraged  the concept of creative industries (particularly in the selected fields: 
design, architecture, and fashion), promoted awareness and helped for the visibility 
of Dutch-Turkish collaboration. One of the most important initative was the 
introduction of the cultural exchange web platform for the enhancement and support 
of cultural exchange between Turkey and the Netherlands.  
Salon/Amsterdam-Istanbul: 30 June – 15 July Amsterdam, 14 October – 15 
December, 2012Istanbul 
Salon Istanbul Project was one of the activities which successfully displayed the 
collaborative work in design sector. It was a private initative presenting fashion, 
design, and arts & crafts in unexpected venues, while establishing collaborations 
between artists, disciplines and the public.  Dutch designers worked closely together 
with Turkish craftsmen, students and industrial partners on new design works that 
were exhibited as multidisciplinary presentations throughout Istanbul in unexpected 
locations from October- December 2012 within Istanbul Design Biennale.  
Dutch designers set up long-term collaborations with this project. Some of them 
continue to work with the local producers in Turkey who collaborated within the 
project, and some of them even moved to Turkey (DutchDFA Year Report, 2012). 
Creative Bridges, From Traditional Arts to Creative Industries | June – October 
Creative Bridges Project was aiming to bring the Dutch and Turkish traditional arts 
and crafts, and contemporary design together and it was organised by the Association 
for Intercultural Communication and Interdisciplinary Art in Turkey, in collaboration 
with designers and universities from Turkey and the Netherlands.  The programme 
included several lectures, workshops, and a concluding conference in Istanbul in 
October. 
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Within the programme, some Turkish scholars, artists, and designers traveled to 
various cities in the Netherlands to introduce the contemporary Turkish arts that have 
been influenced by traditional arts. During the workshops held in Turkey, Dutch 
designers and design students took the opportunity to work with Turkish crafts 
people and local artists in five cities that are all famous for a specific craft, creating 
new grounds for cooperation in creative industries. The project concluded with a 
conference and exhibitions of workshop took place in Istanbul and at Dutch Design 
Week in Eindhoven in October 2012 (DutchDFA Year Report, 2012). 
6.4.2.6  Yard 9 
In November 2009 Designlink, which was a Dutch supportive and strategic body for 
industrial design,  was commissioned by the Agentchap NL in order to promote a 
cluster pilot project for the Dutch industrial design consultancies. The entire aim of 
this clustering project was to enhance the position of the Dutch design firms in the 
industrial design sector of Turkey. The availability of capital and production capacity 
of Turkey was standing as an opportunity for Dutch parties to get a higher position in 
value chain in the Turkish market rather than just being a supplier (Agentschap NL, 
2012). 
The goal of Agentschap NL was to discover if Dutch SME‘s, Dutch design 
consultancies, could perform better on export markets if they act as a one large 
company. The subsidy program was launched at the beginning of 2012 for this pilot 
project and the cluster initiative was entitled as NWXSE. The cluster group was 
consisting of the firms operating in industrial design, strategic design, and  design 
consultancy firms (Agentschap NL, 2012). 
Yard 9 refers to the global organization of member firms of NWXSE. It is one of the 
largest professional service providers in the world, employing over 140 design 
professionals collectively. The individual design firms within Yard 9 have 
experiences in the  field of strategy, concept, product, brand and service & policy 
development and they distinguish between five stages through reframing, original 
concepting, desirable styling, hard-core engineering and appropriate retailing. The 
firms included in Yard 9 are Holland Processing, KVD Reframing, MVAVD, NPK 
Design BV, Spark Design & Innovation, and Van der Veer Designers (Yard 9). 
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Reframing Methodology is one of the methods that Yard 9 uses, which was 
introduced by Professor Matthijs Van Dijk (the partner founder of KVD Reframing). 
It is a design thinking methodology which aims to understand and predict how 
people will interact with future products and services, in other words it aims bringing 
the future under control. Reframing method deals with human behaviour rather than 
technology (Yard 9 ). 
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7. EMPIRICAL FINDINGS 
This chapter includes the results of the empirical study, in which the data was 
collected through interviews.  The interview results are represented under five main 
topics. They are: Istanbul as a creative city, creative industries and design in Istanbul, 
Dutch policies on creative industries, Dutch design activities in Istanbul, the 
effectiveness  and contributions of the activities. In addition, the interviews of the 
Turkish designers and design students as the participants, are presented at the end of 
this section.  
7.1 Istanbul as a Creative City 
The first section of the interview questions was aiming to obtain the opinions of the 
interviewees about the characteristics of Istanbul as a creative city. Some questions 
had the purpose of capturing the interviewees‘ opinions about  the creative industries 
and design sector of Istanbul. 
7.1.1 Is Istanbul a creative city? 
In the first question, a ‗creative city‘ definition was given and the interviewees were 
asked if Istanbul was a creative city or no, according to the definition. The definition 
is given below: 
 Creative cities are created on strong social and cultural infrastructure and they 
are attractive to inward investment due to these infrastructures. They have 
relatively high level of employment in the creative sectors  and they can link 
amenities and development in strategies that contribute to both economic 
strength and quality of life improvements (Levickaitė, 2011). Leadbeater and 
Oakley (1999) defines creative cities as ―creative cities are spaces you want 
to be in, places to be seen. Their workshops, restaurants, bars are both the 
‗most superficial manifestations of a creative environment‘.‖ 
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According to the board member of Yard 9, Prof. M. V. Dijk, Istanbul is not a creative 
city according to aforementioned definition, because the employment in creative 
sectors in Istanbul is low (personal communication, May 7, 2013). He is one of the 
only two interviewees who think that Istanbul is not a creative city according to the 
definition. Similarly, according to the Director of Press and Cultural Affairs of the 
Netherlands Consulate General Istanbul R. Tuna (personal communication, May 22, 
2013), Istanbul is not a creative city yet even though it has a potential to be a creative 
city.  In his own words: 
 Istanbul has not become a city where the population who work in creative industries can easily find 
the sufficient means and required environment for themselves. Therefore, it is not possible to literally 
call the city as creative. However, if we consider the issue architecturally, we see a boom in the 
construction sector,  so a sector is created for architecture and urban planning. 
On the other hand, he states that Istanbul can be considered an attraction center from 
the point of the city life and culture with its existing bars, restaurants, historical and 
touristic places and the manifestations of all those amenities. Moreover, the museums 
and galleries established in the last ten years such as Sabancı Museum, Pera 
Museum, and Istanbul Moder Art Museum are reinforcing the cultural richness. 
However, when the design sector is considered particularly, even though the city has 
the potential to attract the creative people, it does not fully possesses the structure 
and relevant means to attract the design related actors.  
Lastly he points out the increasing demand for setting up cultural collaborations with 
Istanbul from all over the world in order to remark the international attention shown 
to the city. In his own words: 
 Istanbul is increasingly becoming a center for cultural activities. The increasing number of 
applications to our institution is an evidence for this. The collaboration applications do not come only 
from the Europe, but also from the Middle East such as Beirut, Azerbaijan, Armenia (R. Tuna, 
personal communication, May 22, 2013). 
In contrary to R. Tuna and M. Van Dijk, the representative of DutchDFA 
Programme, Jolanda Strien agrees that Istanbul is a creative city according to the 
definition. 
The Project Manager of SICA (cultural exchange platform between Turkey and the 
Netherlands)  L. Runderkamp (personal communication, May 22, 2013) also thinks 
that Istanbul is a creative city. He states his feelings as follows: 
 I do think that Istanbul is a creative city. It has a tight social infrastructure. The level of employment 
within the creative sectors is not very high, the creative sector is relatively elitist, so comparing to the 
other European cities, the level is lower. However, the creative sector present in Istanbul is of high 
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quality, and boasts enough quantity to make a difference worldwide. The sector does improve quality 
of life in Istanbul, but mainly for a small percentage of the population. People do want to be seen in 
Istanbul. 
 
M. Lehner, the Manager of International Projects - The Royal Institute for Dutch 
Architects (BNA) (personal communication, May 30, 2013) is another person who 
thinks that Istanbul is a creative city. In his own words: 
 Firstly I think that Istanbul is primarily a large city, a metropolis. I have the idea that there are many 
characteristics – including history, that define its greatness. As one of the results of many factors: 
density of people, combination of historic and new, meeting of cultures, lucky topographic situation 
etc. next to the social and cultural infrastructure, Istanbul is also a creative city. 
M. Lehner also points out the difference between a touristic city and a creative city. 
He argues that the city of Venice would also fit into  Leadbeater and Oakley‘s short 
quote as ―creative cities are spaces you want to be in, places to be seen‖. The city of 
Venice would also have many aspects from this point of view. However,  Venice is 
more a touristic attraction rather than a creative city. He thinks about those places as: 
―an open air museum, evoking creativeness and other assets, but not resulting in 
creative investments and a creative economy, which in my opinion is a crucial part of 
being a creative city‖ (M. Lehner, personal communication, May 30, 2013).  In this 
sense, he does not think that Istanbul is only a touristic attraction center, but it is a 
city incorporating a creative economy as well. 
B.Akkersdijk (personal communication, May 24, 2013) anwers the same question as 
―I do not think that I should answer if Istanbul is a creative city according to a text, 
because I think Istanbul is really inspiring, and creativity has the space to be 
enhanced and grow in this city.‖ 
Similarly, Matthijs van Dijk (personal communication, May 7, 2012)  thinks that 
Istanbul does not need any label to be a ‗creative city‘, which he thinks that those 
kind of concepts are being put forward mostly with branding concerns. Istanbul does 
not have to be a creative city because it has such a strong identity. In his own words:  
 I think it‘s unimportant for Istanbul to be considered as a creative city or not, Istanbul is such a strong 
identity which is completely independent if its creative or not. I think the beauty of Istanbul is that on 
one hand you have the melting pot of all kinds of culture, and you have enormous amount of people 
living in the city. There is also tolerence between people so it does not need a ‗creative‘ tag. 
He also attracts the attention to the great size of Istanbul. He mentions that Istanbul 
and Moscow are the only big cities in Europe that  can compete with the biggest 
world cities such as as New York and Mexico City on a global scale. He also points 
out the unreason of the concept of ‗creative city‘. He explains that there are creative 
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companies who seriously invest in innovation and spending a lot of money on 
business development which can be related with creativity. In this case, the cities 
may be best known with their ‗creative companies‘ in terms of being a ‗creative 
city‘. However it is hard to distinguish one creative city from another one. (Matthijs 
van Dijk, personal communication, May 7, 2012). 
7.1.2 The characteristics of Istanbul as a creative city 
7.1.2.1 Technology, tolerance and talent 
As mentioned in the literaure review, according to Richard Florida (2002)  a creative 
city should incorporate three factors together: technology, tolerant (openness to 
diversity) and talent. In this context, another question was asked to the interviewees 
in order to get their opinions if all these  three factors do exist in Istanbul. 
The answer of L. Runderkamp (personal communication, May 22, 2013) to this 
question is as follows: 
 Technology exists in Istanbul, the proximity to sourcing (for instance in the fashion industry) is an 
advantage. High tech is developing, engineering has been strong for a long time, the wealth of 
universities and the young population in Turkey are certainly advantages…Tolerance and diversity are 
more problematic. In certain parts a lot is allowed, in others not so much. Openness towards other 
religions and sexual orientations are insufficient. Also, freedom of the press and issues on prohibition 
of alcohol are perceived as tricky. Foreign language skills should be improved in a larger part of the 
society. Lastly, talent is abundant in Istanbul, with a young and very eager population. 
According to M. V. Dijk (personal communication, May 7, 2013), talent is a 
universal principle and there are as many talents in Istanbul as in any other place in 
the world. Regarding tolerence, Istanbul is a tolerant city. In his own words: 
―tolerence is a cultural aspect and we all know that Istanbul is very tolerant and the 
melting pot of so many cultures. It is maybe even more tolerant than our city of 
Amsterdam‖. Technology in Turkey is at a very high level because there is still 
manufacturing industry in Turkey. Thanks to the manufacturing industry where the 
high standards that are asked from production, there is a lot of knowledge needed and 
this knowledge exist in Turkey. In his own words: ―they are as good as everyone, 
maybe even better because of their experience‖.  
According to B.Akkersdijk (personal communication, May 24, 2013), the most 
striking factor in Istanbul is tolerance, while all other factors also exist in the city. 
R. Tuna (personal communication, May 22, 2013) thinks that Istanbul encompasses 
all the factors except tolerance. The city has some failures with the mechanisms to  
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support and unleash the creative potential. Considering technology, there is an 
increasing technological development in Istanbul particularly in public transportation 
which can be regarded as the prominent reflection of technology to daily lives of 
humanbeings. All developments in this field such as the introduction of metrobus, 
the expansion of metro network, the use of sea taxis are quite important 
developments. Regarding to tolerance, there are certain problems, particularly in 
terms of the city and country governance, and the recent alcohol prohibition is a 
related example. In his own words: 
 I think that the social life style, which particularly the creative people are nourished from, are being 
undermined in Istanbul. If you regard the street activities and festivals as creative industries, which I 
think they are quite important, you face with many limitations.  You can organise those activities in 
public, but there are certain restrictions. Tolerance is limited, even though it is not this way for a 
certain group. For instance, when we ask to the municipality for a permission to organise an activity, 
we should reconsider the content in relation to the restrictions  (R. Tuna, personal communication, 
May 22, 2013). 
According to R. Tuna (personal communication, May 22, 2013), there is no problem 
about talents in Istanbul. There are numerous young talents, designers and artists, and 
many older designers and artists who are integrated into the international society 
despite of their increasing ages. There is a certain group of persons who follow the 
international works quite closely. The only issue regarding the talent factor can be 
considered as the brain drain problem. Usually, the most talented people stay abroad 
in developed countries. For instance, there is a considerable amount of Turkish 
talents in the Netherlands  Royal Academies.  Fortunately, after a while  those people 
start to generate works related to their own roots which contribute to development of 
Turkish creative industries (R. Tuna, personal communication, May 22, 2013). 
M. Lehner (personal communication, May 30, 2013) argues that although diversity 
and tolerance factors are both crucial, the most important factor that a creatie city 
needs to inhold is talent, and Istanbul has this talent factor.  He states that Florida‘s 
ideas are brilliant, but also they are date back to time before the latest developments 
based upon internet and mobile telephone technology, which makes traditional 
technology a less crucial local factor now. In his own words: 
 Diversity and tolerance, at least the accepted parallelity of the differences are crucial, but I believe 
that the most important factor is the availability of talent, which if you think that  the ‗creative class‘ is 
based on a certain set of qualities of life within the city that attract or keep this talent: cultural and 
social aspects, soft skills combined with hard (built) infrastructure. For Istanbul, the aspect of talent is 
available in my opinion. As the city is growing rapidly, there are more eager people who bring their 
talents, too. 
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7.1.2.2 Hard structures and soft structures 
As another essential characteristics of creative cities, according to Charles Landry 
(2000), a creative city embodies  both hard structures and soft structures. ‗Hard 
structures‘ are the nexus of buildings and institutions such as research institutes, 
educational establishments, cultural facilities as well as transport, health and 
amenities. ‗Soft structures‘ refers to a system comprising social network, human 
interactions and connections that encourages the spread of idea between the 
individuals and institutions. In this part, the opinions of the interviewees about the 
hard structures and soft structures of Istanbul is presented. 
L. Runderkamp (personal communication, May 22, 2013) explains his feelings about 
this topic as follows: 
 I think in Istanbul soft structures are extremely strong. Turkey is a ‗networked‘  society, that is very 
beneficial for the spreading of ideas. In the commercial and academic sector, the infrastructure is in 
place. Transport is a problem in Istanbul. Non- profit cultural organisations are lacking, and the sector 
is not very stable in that sense. 
According to J. Strien (personal communication, May 27, 2013), in Istanbul both 
hard structures and soft structures do exist. She states that it is easy to overview the 
design sector of Istanbul and get in contact with the key organizations, since they 
have experienced it by working together with Turkish partners. She also states, 
―…also the Turkish culture is very helpful, social and sharing. When someone is not 
able to help you, he will bring you to someone who knows someone or has a cousin 
that could help you‖ (J. Strien, personal communication, May 27, 2013).   
According to M. V. Dijk (personal communication, May 7, 2013), the hard structures 
in Istanbul are under a development process. He draws attention to the inefficiency 
of transportation infrastructure.  Mobility is very important so it  needs attention. 
Regarding to soft structures, he states as: 
 Soft structures are more reletad to culture and they are very interesting in Istanbul. For instance,  
there is specific culture in Istanbul in how to do business. A lot of companies are initiated by families 
and there is a lot of connections between the company and the family image (M. V. Dijk, personal 
communication, May 7, 2013). 
M. Lehner (personal communication, May 30, 2013) thinks that Istanbul offers 
qualities regarding to both soft and hard structures. He states as ―the family-based, 
friendly, hospitable and social culture as I found it in this city is combined with the 
hard ‗structures‘ resulting from history and the cultural and educational infrastructure 
and institutions based upon a critical mass of people.‖ He adds as follows: 
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 This differs in Holland, as structures like family are less important in the Netherlands – not meaning 
that social aspects do not matter there; but Holland is so small, that one might find out that you know 
everybody in your sector, and for sure with one interconnection via LinkedIn for instance (M. Lehner, 
personal communication, May 30, 2013).  
Another point that M. Lehner finds worth addressing is that authority or hierarchy 
can be counterproductive for creativity. He argues that in principle, creativity and 
innovation are based on individual eagerness and excellence and as such being a 
product of non hierarchic circumstances. He gives an example as follows: 
 I am not in a position to comment on the Turkish situation, but in Holland a couple of years ago, the 
state started a programme that ‗had to come up with innovation‘. Of course that failed, because you 
can not innovate or be creative upon command (M. Lehner, personal communication, May 30, 2013). 
R. Tuna (personal communication, May 22, 2013) argues that, from cultural point 
there is no problem about the hard structures in Istanbul. There are many 
availabilities and opportunities for the specific works, seminars, workshops or events 
that is asked to be organised,   provided by many cultural institutions ranging from 
IKSV (Istanbul Foundation of Culture and Arts) to the artist initiatives. However, the 
collaboration culture needs to be improved, because particularly in this sector 
personal conflicts  exist and sometimes there is no tolerance to each other. This 
attitude needs to be changed. Considering the soft structures of Istanbul, he explains 
his feelings as follows: 
 Unfortunately the people are jabbed out from the streets gradually. For instance the ―Asmalı Mescid‖ 
case. There are a few places left on the streets where people get together and share their culture. Yes, 
there are many places to work behind the closed doors such as  in small ateliers, or for certain 
exhibitions, however if the artists or designers want to do something in public, the ways are not so 
open. Thus, the opportunities for providing interaction between the people on the street are limited. 
He argues that the place where this interaction problem is resolved can be considered 
as social media, because Turkey has one of the top user amount of facebook and 
twitter among the world. Thus, the interaction between people proceeded to the 
virtual platform from the street. However, this type of an interaction is not sufficient, 
face  to face interaction is always more important. 
7.1.2.3 The potential to deal with future uncertainities 
Another essential feature of creative cities is about the existence of the potential to 
deal with future problems and uncertainities. The following question is directed to 
the interviewees: 
 According to Landry (2000), ―creative city is where the potential exists to 
deal with future uncertanites and changes in cultural, technological, and 
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scientific fields‖. In this context, what do you think about Istanbul? Do you 
see a potential to deal with the future uncertainties on the basis of individuals, 
institutions, or government ? 
According to L.  Runderkamp (personal communication, May 22, 2013): 
 Turks are very good in dealing with uncertainties and chaos, partly due to its turbulent recent history. 
There are many hard working, talented individuals, some very high quality institutions. The 
government is less flexible, but that might inherent in all governments. 
According to M. V. Dijk (personal communication, May 7, 2013), the potential to 
deal with future uncertainties does not exist yet in Istanbul. In his own words: ― What 
you see happening in Istanbul now, the people are more doing what is needed for 
today than what could be a possibility for the future… They are just solving the 
problems of today (M. V. Dijk, personal communication, May 7, 2013)‖.  
R. Tuna (personal communication, May 22, 2013) also thinks that this potential does 
not exist in Istanbul. He gives an example about this topic with the Taksim Square 
Pedestrianization Project which is now under construction. He argues that while 
designing a project for the Taksim Square, a more international path should have 
been followed.   He points out that some cities in the world such as Paris, Rome or 
Amsterdam have became international values and Istanbul is the same. Therefore, for 
the Taksim Square Project, an international tender should have been initiated and the 
project should have been implemented by the actors of both Turkish and 
international creative industries in collaboration.  
However, he adds that there is a potential to deal with future uncertainities on the 
basis of individiuals and the universities in Turkey and Istanbul region.  
Similarly, B.Akkersdijk (personal communication, May 24, 2013) argues that there is 
a potential in Istanbul  regarding to deal with the future uncertainties among young 
people. In his own words: ―yes the new generation wants to build a new world and 
there is space for change in istanbul.‖ 
J. Strien (personal communication, May 27, 2013) states that different municipal 
parts of Istanbul are open to look at new integral approaches. However, on a 
governmental level, some implementations should change to be able to keep up with 
the rapid growth of the city. In architectural level, she thinks that the city needs an 
integral vision on urban planning. Destroying the old neigborhoods to built new 
tower blocks to solve housing problems is not a solution.  
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According to M. Lehner (personal communication, May 30, 2013), based upon the 
individuals, the potential in question does exist, on the other hand the organisational 
structure is very important. Therefore, the conditions for evolution of the creative 
potential need to be provided, otherwise the existing potential does not turn into 
practise.  He states as: 
 I think that as far as the individuals are concerned, this potential is available. Due to my limited 
knowledge, I am not in the position to comment on the practice of institutional and government 
structures. However, rigid or non-performing organisational structures can stop or prevent creativity in 
my opinion; that does not mean that there is no potential, but as we look at the word of ‗potential‘ 
from its origin, we learn that this means something that ‗can‘, that ‗might‘ happen; you can have 
potential, but if it does not find the conditions to evolve, it remains as a potential and does not turn 
into practice. 
 
7.1.3 The difference between the Dutch creative cities and Istanbul 
The second question was aiming to capture the opinions of the interviewees about the 
differences between the Dutch creative cities and Istanbul. The question is given 
below: 
 Cities have always been the great center of innovation, both technological 
and cultural. Considering this, which differences do you see between the city 
of Amsterdam or other creative cities of Netherlands and Istanbul? 
As a response, L. Runderkamp (personal communication, May 22, 2013) mentioned 
that Amsterdam is much smaller than Istanbul with its population of 800.000. The 
city  is part of a conglomeration of 4 million, the Randstad including the cities of 
Utrecht. He adds that: 
 The Netherlands have a long history of prosperity and internal calm, which helped to create an 
infrastructure for the industry. Turkey‘s recent history has been much more turbulent and its 
prosperity came more recent. Government funding for culture has helped the creative industries 
tremendously in the Netherlands, in terms of education, free spaces for culture, support and 
scholarship for starting artists, galleries and participation projects. Also, the Netherlands has a very 
matter of factly attitude and favours practical solutions over long debates. That helped to foster the 
conceptual, no nonsense stance that characterise Dutch design. Additionally, in the Netherlands there 
is a long standing history of high tech industries, which obviously helps the sector. 
M. V. Dijk (personal communication, May 7, 2013) also touched upon the size 
difference of Istanbul and Amsterdam. He pointed out that the main difference is the 
economic situations of two cities. In the Netherlands, the home market is relatively 
small and completely depending on exports. Then  he stated as follows: 
…so what you see is that if you, as a creative, do not contribute to something that of value not only for 
the Netherlands, but also beyond the border of the Netherlands, you do not have any reason to be 
there. Because we are relatively a small country , we are only 17 million people, as Istanbul itself is 
already that big. Amsterdam is only 1 million people, so that‘s very small compared to Istanbul. I 
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think what is interesting about Istanbul is that it has this big home market and due to its current 
economic  situation, there are more posisbilities over there. Thus, I think it is far more interesting to 
speak about the possibilities than to understand the image of the city close to what they say or this is a 
‗creative city‘.  
M. Lehner (personal communication, May 30, 2013) also mentions the huge 
population of Istanbul and the contribution of this population to the city in terms of 
existing abundancy of creativity. In his own words: 
Due to the difference in scale, a comparison is really difficult; the largest Dutch city – Amsterdam – 
has only 700.000 inhabitants. I think that from a certain size or ‗critical mass‘ of (also creative) people 
onwards a city can become a creative city very easily, like Istanbul does, who also have the potential 
to re-invent themselves in time and maintain the status of creative cities. 
M. Lehner also argues that in the Netherlands, most of the cities do not have such a 
critical mass, but they have singular hotspots that array over the entire city‘s image 
as the Design Academy does for Eindhoven. The city of Eindhoven is being basically 
an evolution of a rather small Company Town, even though he thinks that Eindhoven 
can not maintain the internationally acclaimed Design City status because of its small 
scale and the fact that Amsterdam is regarded as a Dutch creative city from abroad. 
According to R. Tuna (personal communication, May 22, 2013), there is a serious 
difference between Istanbul and Dutch creative cities despite the existence of certain  
similarities. Starting with the similarities, both Turkey and the Netherlands have  
multi-cultural social structures. The Netherlands hosts numerous different ethnic 
groups living in the country deriving from its colonial history and strategic location 
which allows the entrance to Europe by sea. When Turkey is considered, it also has a 
multi-cultural social structure due to its imperial history.Therefore, there are 
similarities from the point of daily practises and diversity that can be encountered in 
the city. However, the most important difference lies at the system. The creative 
cities in the Netherlands are developing in certain types of mechanisms and systems, 
but in Turkey it does not work this way. Therefore, the most important difference 
and shortcoming of Turkey is the strategic planning and the organisational structure.  
According to J. Strien (personal communication, May 27, 2013), Turkey has a 
growing economy and a great deal of design challenges to be solved. Considering the 
Netherlands, it is in an economic recession and this has impact on design 
assignments in both size and creative freedom, however Istanbul does not have such 
a problem. Therefore, the economical difference is the most striking difference 
between two countries. On the other hand,  Istanbul is inspiring with its design 
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challenges, but also for its heritage and crafts. Amsterdam is still attractive to find 
inspiration for the tolerant atmosphere and its heritage. 
According to B.Akkersdijk (personal communication, May 24, 2013), Istanbul has a 
different and rich history that makes lot of difference. In addition, the gap between 
rich and poor is really big that brings more extremes to the city.  
 
7.2  Creative Industries and Design Istanbul 
One of the interview questions was aiming to obtain the opinions of the interviewees 
about the  prominent creative sectors of  Istanbul. The question is literally presented 
below: 
 UNESCO Creative Cities Network  designates the creative cities in the world 
regarding to their prominent  creative industries such as literature, film, 
arts&crafts, media, gastronomy and etc. In Istanbul, which creative sectors do 
you think distinguish? Is the city successful using this strength as a branding 
tool?  
Regarding the answers, L. Runderkamp (personal communication, May 22, 2013) 
thinks that gastronomy, film and media are strong. He states as: 
 These are used quite effectively as branding tools. Also, the visual arts are booming. They could be 
used more. The spectrum of performing arts is relatively narrow for a city of its size. This should be 
widened in quantity and in quality to be effective in city marketing. 
According to M. V. Dijk (personal communication, May 7, 2013), art is the most 
striking creative sector. There are a lot of initatives which demonstrates the sufficient 
attention to the art sector in Istanbul. 
According to R. Tuna (personal communication, May 22, 2013), gastronomy is the 
prominent sector, because there is a very rich food and beverage culture in the city 
due to its multicultural structure. He  adds that in the fields of literature and stage and 
performing arts (particularly theatre and music), Istanbul is also in good condition. 
B.Akkersdijk (personal communication, May 24, 2013) thinks that culture, arts and 
crafts, and textiles distinguish in Istanbul.  
M. Lehner (personal communication, May 30, 2013) first  responses the second part 
of the question by pointing out that it is hard to tell if the city use its creative 
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industries as a branding tool, without taking into account the identification of the 
target group. In his own words: 
This is an interesting question, as you always have to consider the audience you are addressing: so, 
branding the city – but for whom? Who is the audience for such a branding process? Is it tourists? Or 
is it workforce, people who want to come to work in a city eventually including creative 
professionals? Or is it investors, e.g. in buildings and property?  
Then, he adds as follows: 
 About Istanbul itself, as far as I can judge this, there is a luxury problem, if you have to choose one of 
the prominent genres, writing, craftsmanship, food and also architecture are all available as selling 
factors. I have no idea about video, cinema, filming, so maybe they are less strong, but maybe I am 
just not within the target group due to the language barriers (M. Lehner, personal communication, 
May 30, 2013). 
Speaking of the creative industries of Istanbul generally, according to L. 
Runderkamp visual arts is good and media is strong. Music and theatre should have 
more attention. Literature relies on a few known authors who are also controversial. 
Design should also have more attention. Considering the strengths and the 
weaknesses,  the weakness is that there is no serious interest from the government 
and no talent development program. The strengths can be regarded as the youth of 
Istanbul, its booming economy and flexible population (L. Runderkamp, personal 
communication, May 22, 2013). 
J. Strien (personal communication, May 27, 2013) summarises her opinions about 
design, fashion, and architecture sectors in Istanbul as focus disciplines of the 
DutchDFA Programme as follows: 
Architecture: the rapid urbanization of Turkey, especially Istanbul, has created a 
complex of challenges in the field of urban planning. 
Fashion: Istanbul has a strong background in crafts, exporting textile and apparel and 
recently booming fashion business. Complementary disciplines for a strong fashion 
industry like fashion photography and trend forecasting are less developed.  
Design: Turkey has a large and flourishing manufacturing industry, which is 
currently seeking to develop into an industry that creates strong Turkish brands for 
an international market.   
M. Lehner (personal communication, May 30, 2013) states that from his  perspective, 
the creative industries in Istanbul are inspiring to consume but at the same time 
offering challenges for collaboration with professionals from abroad.  In the field of 
his own professional interest (architecture), he touches upon to the existence of many 
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inspiring initiatives on the smaller scale in Istanbul, some of which include 
participation of citizens and a bottom up approach. He thinks that it is a good start for 
fostering creativity and the results that really make a difference. He thinks that as in 
many metropolises, at the same time there seem to be many parallel developments in 
Istanbul. However, those developments have not been implemented by creative 
vision in Istanbul. In his own words: 
 Especially on the large scale it appears to somebody coming from outside that not only creativity 
guides decisions, or that developments do not follow a consistent creative vision. I think that 
international collaboration and integrating international expertise should be stimulated to ensure 
sustainable urban development fit to accommodate issues like transport, rapid growth of population – 
and, again, the quality of life that is necessary for creativity, combined with the financial interests of 
individuals or groups. 
On the other hand, based on all the Dutch  projects and activities held in Istanbul and 
Turkey, J. Strien (personal communication, May 27, 2013)  thinks that there is a 
growing interest of public and institutions to the topics of creative industries and 
design. 
7.2.1 Design  
One of the interview questions was aiming to get the opinions of the interviewees 
about the shortcomings and the strengths of design sector of Istanbul, and the 
advantages that the small manufacturers provide for that design sector. To start with, 
one of the most important shortcomings of design sector in Turkey is pointed out by 
M. V. Dijk. He  states that the relation between design and the industry does not fully 
exist yet in Turkey. He addresses this issue while speaking about the process of   
Yard 9 for setting up the business relations with Turkish firms. In his own words: 
 It takes a lot of time before the company wants to work with you, because working with a design 
company is something new for Turkish firms, so this is exactly also a problem for the Turkish design 
firms. The relationship between design and industry is not there yet. So we had the same problems as 
the Turkish designers have (M. V. Dijk, personal communication, May 7, 2013). 
R. Tuna (personal communication, May 22, 2013) points out another problem of the 
Turkish design sector. He argues  that design sector in Turkey is imitator, even 
though the rich culture of the city provides a great advantage for inspiration. He 
states as follows: 
 If designers in Istanbul could achieve to learn to be nourished from their own cultures without 
moving to orientalism, or blend their culture with the west without underestimating their own culture, 
very serious works would arise. However this mostly does not happen…Imitating is easier I think, 
which is an obstacle in front of development, whereas especially today imitiating is absurd since 
through internet it can be easily found that the work has been done elsewhere (R. Tuna, personal 
communication, May 22, 2013). 
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On the other hand, according to R. Tuna, there are also developments in design 
sector of Istanbul particularly in educational level such as the increasing student 
exchange programs or the other type of programs which bring the international 
experts and the Turkish students together with the aim of providing mutual 
interaction. He argues that these kind of exchange programmes will prevent copying 
by discouraging students to imitate.     
B.Akkersdijk (personal communication, May 24, 2013)  points out that design in 
Istanbul needs time to develop in the purest form, but it should not be only under 
capitalist straegies aiming to make money on everything. He adds as: ―I think  a lot 
of amazing things will grow from istanbul in the coming 15 years!‖ 
M. V. Dijk (personal communication, May 7, 2013) also sees a bright future for 
Turish design if it achieves to create its own identity by creating original works far 
from imitations. In his own words: 
 If the Turkish designers come up with the products really differentiating from the other countries, it 
would be very interesting. Turkish companies are developing, so if they can create a uniqueness in 
terms of design, there will be a great future economy for Turkey…without copying, creating orginal 
staff…and I think we are all open to see the products coming from the other cultures, particularly from 
a Muslim culture could be very interesting. 
After obtaining the opinions of the interviewees about the strengths and weaknesses 
of design sector of Istanbul,  another question took part about the small 
manufacturers which locate in Istanbul. The question is presented below: 
 Rather than mass production, personalised and tailor made products have 
became important in the new economy.  In this context,  small manufacturers 
have a significant position. Istanbul has this potential thanks to the small 
manufacturers still located inside the city.  What does this potential contribute 
to creative industries in Istanbul? Do you think that Turkish designers reap 
the benefit of this potential sufficiently? 
M. V. Dijk (personal communication, May 7, 2013) states as: 
 …I think this is really interesting but what you expect is that these local producers have a connection 
with the local end user or consumer. I think when people talk about creative industries or the creative 
people, they often have in mind that these are the people who are really authentic and artistic 
designers, the ones that make the funky staff that you see in design magazines.  Yes, I think those 
designers are also needed but when you talk about the potential of Istanbul, it is about that designers 
can make a link between the local consumers and local producers. And I think there is not yet any 
designer working on that, so they are making staff, they are making lamps, they are making furniture 
but there is not a relationship yet between what they make and people live in Istanbul. 
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L. Runderkamp  (personal communication, May 22, 2013) mentions that his  first 
impression about this topic is that sourcing/production is strong in Istanbul, therefore  
design could be stronger there. He thinks that international cooperation with 
countries that have a strong design tradition would help the development process. 
R. Tuna (personal communication, May 22, 2013) states that the small 
manufactureres are very important. It is a great advantage especially for designers 
who are at the bottom of the ladder to work with small manufacturers who we 
express as ‗usta‘, which means master. He refers as ―I strongly argue that small 
manufacturers need to keep their existence, and designers should collaborate with 
them‖ (R. Tuna, personal communication, May 22, 2013). He mentions that ―Made 
in Şişhane Project‖ was a good example for this. In this project foreign designers, 
including Dutch, came to Istanbul and worked together with the small lighting 
manufacturers in Şişhane District. At the end of the project, very good and successful 
works were generated. There was another project in which design students from 
Eindhoven Design Academy came to Istanbul, and they worked together with the 
Turkish students. They toured around Galata Region together, they got inspiration 
from this place and produced works in collaboration. This was also a very succesful 
project. He thinks that the academists and designers in Turkey have learned and 
understood the potential of working with small manufacturers in Istanbul, after those 
kind of foreign collaboration projects.  
B.Akkersdijk (personal communication, May 24, 2013) also thinks that working with 
small manufacturers is quite important. It allows the artist to start up, create, 
discover, and  show his or her abilities. 
J. Strien (personal communication, May 27, 2013) argues that, for designers in 
Istanbul, it is a great benefit to be able to make the samples of their design projects. 
She gives an example from the Netherlands that the Dutch designers regularly have 
to go abroad to make samples and later go again also for larger productions which 
costs a lot of money and time. In this case, Istanbul has a great advantage. Also for 
the Turkish designers, it is easier to do research on a certain craft and explore 
technological innovations by working with a small manufacturer. She states as: ―a 
wonderful challenge for designers in Istanbul is to unite old and new technologies to 
create new innovative designs that serve today‘s market‖ (J. Strien, personal 
communication, May 27, 2013). 
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7.3 Dutch Policies on Creative Industries  
In order to obtain specific data about Dutch policies on creative industries, the 
related questions were specificly directed to J. Strien as the representative of 
DutchDFA, and R. Tuna as the representative of the Netherlands Consulate General 
of Istanbul. In relation to one of  the action lines of the recent Dutch policies on 
creative industries called as ―expanding international orientation and improve access 
to foreign markets‖, J. Strien (personal communication, May 27, 2013) states that the 
the importance of accessing to foreign markets lies at the fact that the Netherlands 
only is a quite small market for design, fashion and architecture sectors. 
According to the information that R. Tuna (as the representative of the Netherlands 
Consulate General Istanbul) provided, introducing Dutch design is one of the 
prominent domains within the cultural policies of the Netherlands. The Netherlands 
is vanguard in the field of design, particularly in industrial design and graphic design 
disciplines. The country sees design as a commercial tool contributing to its 
economy, therefore it  has generated a policy through joining economy, culture and 
politics together (R. Tuna, personal communication, May 22, 2013). 
Regarding the relationship between the Netherlands and Turkey, especially in the last 
ten years, the commercial and cultural connections between two countries have 
deepened. The trade volume has tripled in this period. The Netherlands sees cultural 
collaboration as a mean for development of its trade. R. Tuna thinks that this is a 
correct policy and he adds as ―for instance, you go to a supermarket and there are a 
variety of the same prooducts coming from different countries. Which one would you 
prefer to buy? Of course the one which you‘ve known and recognise its culture 
most‖ (R. Tuna, personal communication, May 22, 2013). 
When the policies are considered from design point of view, according to R. Tuna, 
the Netherlands make a serious investment in this field. It is seen from several 
activities organised in Istanbul such as the exhibitions, workshops, and many other 
projects. They set up a lot of connections through those projects. The Netherlands 
government supports their experts, artist or designers while coming to Turkey and 
help them to set up collaborations in academic and business levels. Also, the design 
related authorities accompany to the business visits of the Netherlands to Turkey in 
ministry levels. All these evidences indicate that the Netherlands make a serious 
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investment in introducing its design sector in Turkey. This is because they think that 
there is a potential market in Turkey (R. Tuna, personal communication, May 22, 
2013). However R. Tuna thinks that the Turkish market has not reached yet to the 
position to satisfy the foreign countries in terms of purchasing or business 
development areas. 
Considering one of the actions lines of the Dutch policies on creative industries, 
―expanding international orientation and improve access to foreign markets‖, M. V. 
Dijk (personal communication, May 7, 2013), as the representative of  Yard 9,  
thinks that the support of government has helped them to bridge the gap between the 
Netherlands and Turkey, in this case relation building. However, it takes time to 
create the relationships. He explains in detail as follows: 
 It really helps that we are being paid now by the government, as a relatively small amount of money, 
but the good thing is that if you want to be successful in Turkey, you have to create long term 
relationships. In this case, I think it really helps us that the government is stimulating us with covering 
the costs that we make in our Turkey visits and etc…  But of course this view depends on the person 
you ask, I mean I know that making business in Turkey will not happen immediately, but all these 
efforts we have been doing by the help of the government will flourish in the long term. 
Considering the difference of the Netherlands than the other countries operating in 
Turkish design sector, the related question was directed to R. Tuna. He explained his 
feelings including the advantages and the disadvantages of the policies that the 
Netherlands conducted. When the other countries operating in Turkish design sector 
are considered, British are lobbyist, particularly in architectural domains. The 
disadvantage of the Netherlands is the lack of attempt for setting up top level 
relations. The Netherlands follows a different strategy establishing primary 
connections with academics and civil society rather than  setting up top level 
relations such as the governmental level connections. They have also started to 
change this attitude gradually, however it needs to be more structural (R. Tuna, 
personal communication, May 22, 2013). 
Considering the advantages, the Netherlands has a very well-rooted design sector. 
They particularly have great experience in water management. If finding creative 
solutions to specific problems is considered as a purpose of creative industries, the 
Netherlands has a great comperative advantage (R. Tuna, personal communication, 
May 22, 2013). 
Regarding the Dutch designers‘ opinions about  the government support on creative 
industries, a relevant question was directed to M. V. Dijk. He thinks that subsidy 
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type of help is not an efficient way to promote designers. He explains in detail as 
follows: 
 When you talk about governmental influence such as subsidies, I completely disagree with that type 
of help. I think the difference between the designers and artists is that designers take responsibility for 
the world they live in… What you see happening in the Netherlands,   there is a lot of money from the 
government stimulating young designers but I think it makes no sense...That money has to go to the 
artists, not to designers because those are the real vulnerable people in the society I think (M. V. Dijk, 
personal communication, May 7, 2013). 
He suggests that the government could help designers in the investment process 
rather than directly subsidying them. There is a big gap between what designers 
make and when it becomes commercially successful, so it could be interesting if the 
government would give certain type of loans to the designers without any interest 
(M. V. Dijk, personal communication, May 7, 2013). 
Regarding the government subsidies for designers, M. V. Dijk (personal 
communication, May 7, 2013) explains his feelings as follows: 
…we have a lot of policies providing certain types of subsidies to do staff. However, in the end if you 
look back at all the instruments that the government came up with, none of them was a real benefit for  
designers, because as a designer you have to take your own responsibility. It often happens if you 
have the government subsidy in financing a specific project, so it‘s not a loan but just financing a 
project, you may have a lot of unsuccessful projects going on and it is waste of money… If I would be 
honest, I think as a designer you have to be independent, and you have to stimulate this independence 
instead of becoming dependent on the government. This is what happens often to designers, they get 
subsidies then they become dependent to the government, but when the government stops paying the 
money,  they don‘t know what to do, so this is just a temporary help. 
A small contribution from the government can be considered as the spending on 
innovation.  In his own words: ―we get kind of help that we have to pay less tax for 
the labor we are employing, so it's less labor tax we are paying, that‘s interesting but 
these are all small contributions‖ (M. V. Dijk, personal communication, May 7, 
2013). 
7.3.1  DutchDFA Turkey 
DutchDFA Programme, which was introduced by the Dutch government based upon 
the 400th diplomatic relations between Turkey and the Netherlands, consisted of 
numerous commercial and cultural exchange programmes. In the firm level, 
DutchDFA Programme paved the way for the Dutch creative companies to make a 
move towards Turkey. These programmes reduced the risk of the companies through 
the certain types of subsidies for entering to the Turkish market (M. Torun, personal 
communication, August 31, 2013). 
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Since DutchDFA focused on three creative sectors which are design, fashion, and 
architecture, the reason behind the selection of the preceding sectors was that the 
Netherlands has the most potential to succeed abroad in those sectors (J. Strien, 
personal communication, May 27, 2013). 
According to the information that R. Tuna (personal communication, May 22, 2013) 
pointed out, Turkey entered into the DutchDFA Programme in the last year, 2012. 
However, the programme started in 2009, focusing on the other selected countries, 
China, India, and Germany.  R. Tuna thinks that ―it was too late for Turkey to be 
involved in the DutchDFA Programme as a focus country, therefore the effect of the 
Turkey programme remained scarce‖ (R. Tuna, personal communication, May 22, 
2013). 
The reasons why Turkey was selected as a focus country of the DutchDFA 
Programme was asked to the representatives of the DutchDFA, the Dutch Consulate 
Istanbul, and Yard 9. J. Strien (personal communication, May 27, 2013), as the 
representative of DutchDFA, points out that ―Turkey was chosen, because it is a 
rapidly growing market, a gateway to the Middle-East and Asia. Turkey was also 
chosen because it has a strong manufacturing industry, wonderful heritage and crafts 
and it is only four hours by airplane.‖ 
According to R. Tuna (personal communication, May 22, 2013), as the representative 
of the Dutch Consulate Istanbul, the designation of Turkey in DutchDFA Programme 
as a focus country was realised due to the potential of the country deriving from the 
structure of its consolidated free market, the openess to international trade, and 
increasing  purchasing power thanks to its economic growth.  
M. Torun (personal communication, August 31, 2013), as the representative of Yard 
9, states his feeling about the reasons that the Netherlands have focused on Turkey as 
follows: 
 The Dutch companies, not only the ones in design sector, have been in quest of entering to new 
markets as a remedy for the economic weakness of Europe. In this process, the Middle East market 
which has blown the cobwebs away and expecting new surprising dynamics, has became highly 
attractive for the Dutch companies, also with the contribution of pioneering initiatives of giant 
companies like Shell. Of course it is very important for the creative sectors that a culture must be 
internalised first. Therefore, it could be seen as that Turkey is an easier entry point before entering 
directly to the Middle East countries, since Turkey has always seen as a link between Europe and the 
Middle East. 
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Considering the other focus countries of DutchDFA, J. Strien (personal 
communication, May 27, 2013) articulates the reasons of appointment of all them as 
follows: 
 Germany is the neighbour country of the Netherlands and their most 
important trade partner, but Holland has needed to strengthen the cultural 
position of Dutch design in Germany.  
 China is an upcoming market, eager to start collaborations with Western 
countries and willing to choose quality over quantity in the last few years.  
 India is an upcoming market as well, but also very difficult to build up good 
relations. As some big Dutch architecture and design companies were already 
working in India, they decided to choose India as a focus country to make it 
more accessible for smaller enterprises as well.  
 Turkey was chosen, because it is a nearby, rapidly growing market and a 
gateway to the Middle-East and Asia, has a strong manufacturing industry 
and at the same time, it has wonderful heritage and crafts. So both from a 
cultural and economic point of view, the Netherlands finds Turkey very 
attractive (J. Strien, personal communication, May 27, 2013). 
R. Tuna (personal communication, May 22, 2013), explains his feelings about the 
situation of the other focus countries as follows: 
 When you consider the other countries, India has a quite different culture. Dutch design culture based 
on simplicity does not match with the Indian design culture which is  based on garish products, but of 
course they can learn very well from each other as it is same for Turkey. Considering China, it is the 
most advantegous one. 
 
M. Lehner (personal communication, May 30, 2013) defines the differences of 
Turkey than the other focus countries from both cultural and economic aspects. In 
cultural aspect: 
 One of the assets of Turkey and the urban region of Istanbul in particular, is the geographical 
situation that from a historic and cultural perspective forms a bridge between cultures, including ‗the 
European culture‘. That makes it an interesting surrounding for creative professionals from what is 
strangely still called ‗the West‘. 
In economic aspect, M. Lehner states that the creative industries need positive 
economic development to prosper, and this is available for Turkey. Especially from 
the perspective of architecture, the advantage of Turkey in relation to the other focus 
countries of the DutchDFA programme is that it requires a more thorough 
involvement over a longer period of time in comparison to the other design 
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disciplines. He exemplfies it as ―co-designing or manufacturing a chair involves 
much effort, but still less involvement than accompanying the building process of an 
architectural project‖. Therefore, the far countries require  much bigger investment in 
time and money for travelling, meeting, and supervising for the architectural 
collaboration projects. 
7.4 Dutch Design Activities in Istanbul 
7.4.1 DDDI ( Dutch Design Desk Istanbul) 
Dutch Design Desk Istanbul, which was set up as a first port of call for both Dutch 
creative companies to do business in Turkey and Turkish companies to work with 
Dutch designers, operated 8 months. During this period, the desk provided local 
support and services such as finding the right contacts, market research, advisory 
services, organising events and  work excursions to the key players in the local 
fashion, design, and architecture sectors of Istanbul. The desk was set up with the 
support of DutchDFA, aiming to become a mostly self-sustaining organisation from 
2013 onwards. However, DDDI served in a niche that was too small in Turkey that 
there was not sufficient demand for the services that the desk provided, so it had to 
close down after 8 months when the financial support ended (J. Strien, personal 
communication, May 27, 2013). 
According to the information provided from Nurten Meriçer (DDDI Director), the 
desk provided service to 28 designers and design firms during 8 months. Very few of 
those designers or design firms directly applied to DDDI. Most of them were 
contacted by the desk  through fair visits, e-mailings, commercial missions or direct 
visits to the firms. The companies who were contacted by DDDI were mostly 
operating in furniture and decoration sectors. Considering the outcomes, any single 
Dutch design firm or designer could make business with the Turkish firms through 
the services that DDDI provided  (N. Meriçer, personal communication, April 4, 
2013). 
The lack of demand for the services of DDDI was stemming from several issues. 
Firstly, the market in Istanbul specifically focusing on the Turkish-Dutch 
collaboration in the fields of creative industries as fashion , design , and architecture 
disciplines is not big enough, and the time to enlarge and develop this market was 
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not sufficient. Secondly, the advisory services that the desk was offering were not 
free while the institutions such as the Dutch Consulate, the Dutch Embassy, the 
Ministry of Economic Affairs and the Dutch Chamber of Commerce were providing 
services about entrepreneurship and trade collaborations with Turkey for free. 
Thirdly, DDDI was aiming to provide more specific information in the sectors of 
design, fashion, and architecture in Istanbul, but due to the lack of time, gaining all 
information or finding the right partners that could connect to all information became 
quite difficult. Fourthlt, most of the Dutch designers who wished to make contacts in 
Turkey, found it easier to contact directly with the actors in creative industries in 
Turkey by themselves without consulting to DDDI. To have an overview over the 
key institutions and branche organizations in the creative sector of Istanbul became 
more practical for the Dutch designers. Lastly, DDDI was not having a network yet 
in the local fashion, design, and architecture scenes such as in governmental 
organizations and close connections in Turkish industry to help and introduce Dutch 
designers and architects in the sector and to help out as an intermediary to make 
design deals (J. Strien, personal communication, August, 07, 2013). 
The desk was aiming to become a mostly self-sustaining organisation from 2013 
onwards.  However, the desk could not  earn enough money to keep its existence by 
itself after the DutchDFA financial support ended (J. Strien, personal 
communication, May 27, 2013). 
R. Tuna (personal communication, May 22, 2013) mentions that the idea of DDDI 
was perfect. It was definitely something needed, because they had the potential to 
contribute the mutual collaborations by providing information within the market in 
design business fields that the Consulate could not suffice. However the desk was 
closed down after one year due to the end of the DutchDFA Programme, so the desk 
could not generate efficient outcomes due to the short time it operated. Therefore, R. 
Tuna (personal communication, May 22, 2013) thinks that the reason that the Dutch 
Design Desk Istanbul failed was related with the decision of DutchDFA that it did 
not continue its support. 
According to M. V. Dijk (personal communication, May 7, 2013), there has not been 
many design agencies who went to the Dutch Design Desk for asking services that 
the desk could provide. The firms who contacted with the desk were  mostly in 
fashion sector. He mentions that the Dutch Design Desk was asking money for the 
189 
research it was doing, and  there were not many design agencies who dared to spend 
money on that, instead they could do this research on their own.  
M. Torun thinks that DDDI failed to do its job in Turkey, and have left a bad 
impression in Turkish design community. In his own words: 
 I guess that these programs, like it happens in every governmental program, were presented different 
than it should have been by the people  who ―wish to be seen as successful‖ rather than who ―wish to 
be successful‖. We can see the Dutch Design Desk Istanbul as an unsuccessful exaggerative outcome 
of this situation (M. Torun, personal communication, August 31, 2013). 
He adds as: 
 I guess, the Dutch Design Desk Istanbul, who started to move with the enthusiasm of ―come on, let‘s 
go to Turkey and make business‖,  failed to see the dynamics of Turkey. It even ignored the principle 
of generating mutual benefit in the relationships that it set up both with  the potential customers and 
the Turkish design community, and it built a bad reputation. One of my friend who got in touch with 
the desk to assess a collaboration proposal, mentioned that he faced with an offer which he would 
have no benefit from it, even would gain a cost (M. Torun, personal communication, August 31, 
2013). 
7.4.2 Yard 9 
In November 2009, Designlink, which is a Dutch supportive and strategic body for 
industrial design,  was commisisoned by the Agentchap NL in order to promote a 
cluster pilot project for the Dutch industrial design consultancies, named as NWXSE. 
The subsidy program was launched at the beginig of 2012 for this pilot project, and 
the name changed to ‗Yard 9‘ since the name of ‗NWXSE‘ was difficullt to 
pronounce. The entire aim of this clustering project was to enhance the position of 
the Dutch design firms, in the industrial design sector of Turkey. Yard 9 gave design 
services to some Turkish companies particularly in the fields of brand creation, 
product design and innovation management. 
As the Turkish representative of Yard 9, M. Torun argues that Yard 9  follows a 
different strategy than the Dutch Design Desk Istanbul and it is acting with a      
long-term vision. Yard 9 is trying to establish more long-term relations with all 
concerned parties in Turkey. However, M. Torun mentions that the bad impression 
that DDDI have left in the Turkish design community, makes the situation difficult 
for Yard 9 to be accepted in Turkey (M. Torun, personal communication, August 31, 
2013). 
The more detailed information about Yard 9, which is  related with their processes of 
clustering, their opinions about Turkish design sector and collaboration plans with 
Turkish actors, is gathered through the interview conducted with M. Van Dijk.  
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Regarding the evolution of Yard 9, the idea of the government to initiate it was that 
the Dutch design could be a successful export product, but all design companies in 
the Netherlands were too small to make impact in foreign countries. Therefore, the 
idea occured to cluster the small-scale Dutch design companies to act in the Turkish 
market as one big company. This type of government  help was related to joining 
forces (M. V. Dijk, personal communication, May 7, 2013). 
DesignLink was responsible for the selection of the companies which would 
constitute the cluster, so it asked to different design firms if they would like to be a 
part of this cluster. However, some companies were not so interested to take part in 
that cluster and take a risk or to cooperate with other design companies (M. V. Dijk, 
personal communication, May 7, 2013).   
7.4.2.1 The impressions of Yard 9 about Istanbul 
Yard 9 attended to many seminars and workshops organised in Istanbul since 2010, 
and worked with four Turkish firms until today. 
Yard 9 tries to offer service to the Turkish companies which have not worked with 
any designers before, such as the local governments, banks and insurance companies. 
Although they think that it may be difficult for now,  this is where they want to be in 
the future (M. V. Dijk, personal communication, May 7, 2013).  M. V. Dijk states 
that ―our future is not becoming competitors with Turkish designers, but our future is 
depending on broadening the field that we work and also help Turkish designers to 
enter to new markets.‖  
The most important impression of Yard 9 about the Turkish firms is that there is a 
lack of long term vision and the Turkish companies do not allocate budget for the 
research projects need to be made for the future. This is one of the big differences 
between Turkey and Netherlands (M. V. Dijk, personal communication, May 7, 
2013). 
As another impression, M. V. Dijk refers that for a lot of Turkish firms, it is more 
important to understand who (as a designer or design agency) is doing the 
assignment and giving the service, rather than what that designer can offer to the 
firm. To get to know and trust the people is more important than what kind of a 
191 
contribution they can bring to the firm (M. V. Dijk, personal communication, May 7, 
2013). 
Regarding the Turkish designers, M. V. Dijk argues that even though Dutch have 
some more experience, there is not a big difference between Turkish and Dutch 
designer, and in the future this difference will also disappear. In his own words: 
 For me, a Turkish designer and a Dutch designer are equal. Maybe of course we have more 
experiences in the relationships between industry and design, so in that case we could  have a more 
beneficial role for the industry than the Turkish designers but that is only for upcoming 10 years, and 
then we are equal (M. V. Dijk, personal communication, May 7, 2013). 
He also adds that: 
..if you have the process from idea to metarilisation, that‘s where the Turkish designers really can do 
by themselves. But everything that is before that where a lot of knowledge is needed such as the 
process of branding, value propositions about the future or concepting, Dutch designers can help to 
the Turkish designers (M. V. Dijk, personal communication, May 7, 2013). 
According to  M. V. Dijk, the individual designers in Istanbul can play important role 
in small manufacturing level and they should create a benefit for the society. He also 
states as: 
They should not play ‗star designer‘. This is what a lot of Turkish designers think of themselves and 
that is a pity. This is the same for the Netherlands, most of the individual designers think that they are 
star designers that they are going to change the world with their beautiful chairs (M. V. Dijk, personal 
communication, May 7, 2013). 
Considering the interest of public to the Dutch design activities organised in Turkish 
creative sectors such as the seminars and conferences, M. V. Dijk thinks that the 
general interest to those design activities is good, but there is a lack of interest from 
the  industry-related persons. In his own words: 
 The audience is often not industry related but more student related. And I think it could be far more 
interesting if the audience would consist both. For instance, I was one of the speakers in a conference, 
and there were mainly architects and students over there. So that‘s kind of .. what we say in the 
Netherlands,  ‗pitching for your own church‘.. so that doesn‘t make any change. Yes, we‘ve done 3 of 
4 workshops for the industry and they were very good, but what we do for effecting the strategies of 
the companies, they decide that we have daily problems and first we have to solve these daily 
problems and then maybe we can start working on these strategic issues. So what you see is that 
currently the industry is so much demanded that they  need all their time  just to produce staff, they 
are producing now and solving the problems of today. So when you look at the workshops or 
conferences organised in Istanbul, they were very good but its difficult to make change in the strategic 
agenda of the industry, but I think its needed in the end (M. V. Dijk, personal communication, May 7, 
2013). 
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7.4.2.2  Clustering  
While dealing with the case of Yard 9, the advantages and disadvantages of the 
individual firms working within a cluster, are tried to be analysed. There are many 
advantages to work as a cluster. For instance, one firm can benefit and learn from the 
other design companies,  but all the companies need to add value within the group 
and willing to learn from each other. The individual firms also can combine their 
unique expertises together and constitute a super expertise, and this adds value to the 
brand image of the whole organisation. Furthermore, large-scale companies always 
make stronger impacts. He explains this as follows: 
What you see in the old economy is that size always matters. So if you are a company including 100 
people working there, it is of course seen more serious than a company with 7 people. And this is also 
still applicable for Turkey…so clustering mainly helps to branding….Therefore, the big companies 
may rely on the opinion of a design company which is blended with all kind of people working there, 
rather than one person individual company (M. V. Dijk, personal communication, May 7, 2013). 
Considering the disadvantages, there may be a completely different vision of  one 
company to do business than the other one.  Therefore, a common vision should be 
accepted and approved by all the companies within a cluster, which sometimes might 
lead to loss of time. In addition, there may also be different expectations from the 
projects which can sometimes cause difficulties to agree on. Lastly, to understand 
where each company has its own strengths and how to combine all those unique 
propositions to an overall super proposition can be regarded as certain challenges of 
acting as a cluster (M. V. Dijk, personal communication, May 7, 2013).  
Regarding the working process and the distribution of work within a cluster, M. V. 
Dijk (personal communication, May 7, 2013) explains it for their organisation as 
follows: 
There is always one project leader. The company which is most suited to do a specific assignment is 
becoming the project leader. And until today what we did was,  when you start a project you start with 
at least two  companies, one project leader and minimum one more company to involve to start an 
assignment. And then depending on the type of the work you are going to do, you can of course bring 
in more companies. So we don‘t have to involve all the companies in the cluster for doing a specific 
assignment. But on forehand, we are first deciding a specific firm as a project leader which suits the 
client best, and this company choose the other companies who will start to work with that leader 
company (M. V. Dijk, personal communication, May 7, 2013). 
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7.4.2.3 Contributions of Yard 9  to theTurkish design sector 
Some of the interview questions were related with the collaborations that Yard 9 set 
up with Turkish design actors. The relevant question is given below: 
 You always emphasise on the words of ‗reciprocity‘ and ‗collaboration‘ in 
your discourses and facilities organised in Turkey. What kind of 
collaborations you have  started  perceptibly ? How do these collaborations 
result in mutual benefits? 
M. V. Dijk indicates that Yard 9 could not have created any collaboration yet in the 
Turkish design community except the workshops and conferences that they attended 
to. He states as follows: 
 We are not there yet. The good thing is that we have someone working in Istanbul who is our 
representative for 2 days a week, and I think the existence of  someone in Istanbul who is paid by us is 
a kind of reciprocity. But I believe that a collaboration is not only exchange of knowledge or 
experience but it is more  in togetherness that you try to conquer the world market, this is what I see. 
Then you are talking about a real reciprocity, because then you are kind of teaming up instead of 
bringing the knowledge from one side to the other. So I‘m far more interested in the end of 15 years, 
like we say okey, we get together with Dutch companies and Turkish companies to deliver products or 
services to the global market… The future is not that we just bring them some knowledge, and vice 
versa because there is also a lot of knowledge in Turkish companies, it is creating this mutual goal and 
in togetherness you make that happened. 
Regarding the collaborations that Yard 9 has set up with the Turkish designers, even 
though there has not been such a collaboration created yet, they have plans on this 
topic. For instance, they are planning to start the internship program by employing 
the Turkish students in their companies. They are also thinking and working on the 
possibilities to exchange Turkish and Dutch designers for 6 months, but this is on 
process, since from the legal point of view there are a lot of restrictions. Another plan 
of theirs is to invite Turkish designers  to the workshops which will be organised in 
the Netherlands or somewhere else to provide mutual information flow and benefit 
from each other. However, in order to set up those collaborations, first they need to 
establish a trust in the Turkish community, particularly with the companies. When 
they start to work with the Turkish companies for large scale assignments in the 
future, they can involve Turkish designers in those projects. In his own words: 
 For instance we have to work with graphic designers from Turkey, or we have to work with branding 
people, advertisers, or designers from Turkey. I think, we can only survive in the Turkish market  if 
we start sharing. Otherwise, it would be one of a few projects that we can sell, but we can‘t create 
long term relationships.  
Regarding the contributions of Yard 9 to the Turkish design sector, a related question 
was asked to M. Torun. He mentions that it is too early to talk about the outcomes of 
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Yard 9 activities, but the results that he hopes to see in the future is the experience 
that the offices within Yard 9 will bring to the Turkish design sector. In his own 
words: 
 Although the history of Turkish design goes back to 30-40 years before, and the sector has started to 
enter to a growth process and getting rid of ―struggling‖, the design education and professional 
development is still very limited in Turkey, and the country is stil very  far away from making product 
design in real terms. In this sense, the Dutch designers really have the potential to raise the level. By 
the higher standards that would be set with the involvement of Dutch designers in the Turkish design 
sector, the Turkish designers and the design purchasers would develop their works and methodologies, 
which is very beneficial for Turkey (M. Torun, personal communication, August 31, 2013). 
M. Torun also states that Turkey is a virgin forest in terms of industrial design 
practice, and there are many special and precious talents waiting to be discovered 
here. Many interesting projects either do not come to light, or die before growing in 
Turkey due to the misapplications. There need to be know-how, vision, and patience 
to turn these projects into the real products, and these factors do exist in the Dutch 
design sector. The Dutch firms who make use of this advantage, can find good 
opportunities to grow in Turkish sector. 
7.3.4 The effectiveness  and contributions of the activities 
One interview question was aiming to obtain the interviewees‘s opinions about the 
effectiveness and contributions of the Dutch activities held in Istanbul from different 
perspectives.  
To start with the DutchDFA perspective, J. Strien (personal communication, May 27, 
2013) states that it is hard to measure the total outcome of their program, because it 
deals with so many social, cultural and economical factors. However she thinks that 
it was a wonderful experience for Dutch partners to find good collaboration with 
Turkish partners in their disciplines. 
The answer of J. Strien (personal communication, May 27, 2013) to the question of 
―to what extent your expectations about all the projects you organised in Turkey  
matched up with the outcomes of those programmes?‖ was as follows: 
 The best way to create value in architecture, design and fashion is through equal collaboration and 
curated matches. The most successful projects will be given a follow up by the Dutch or Turkish 
parties involved. So, yes I am content about the DutchDFA way of working. 
According to M. Lehner (personal communication, May 30, 2013), who was one of 
the organisers of an architecture-related project, even though as the organiser he was 
not part of all follow-up activities, the evaluation of the participants (both Turkish 
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and Dutch) after the workshop were positive and in line with the objectives. He adds 
that the main objective of the project was to bring together the Turkish and Dutch 
architectural firms that are interested in working together and get to know each other.  
They continue the contacts established during the two-day workshop.  In this 
matchmaking  project, they also wanted to interest a large Turkish political party in 
working with Turkish and Dutch teams on urban planning and social housing 
schemes. So the Turkish party was present, they discussed and reviewed the results 
of this programme and they were inspired, which is a good outcome. M. Lehner adds 
that the crucial factor is to continue the mutual contact and interest which they are 
still involved in, and states as follows: 
The underlying expectations of such a matchmaking project usually manifest their results over a 
longer period of time, and can not necessarily be traced back to our project as starting initiative, but 
we are confident that the first steps were set in the right direction. 
Regarding to the projects which the Dutch Consulate Istanbul supported, R. Tuna 
(personal communication, May 22, 2013) states that with one or two exceptions all 
the outcomes matched up with the expectations. He mentions that he was pleased 
70% in terms of the return to their support. The exception was the inclusion of 
Turkey to DutchDFA Programme in the last year , because he thinks that it caused to 
waste of resources, and the process could be directed better. When the most effective 
programmes held in Istanbul was asked, he answered that the fact that  they have 
supported design sector with their existing culture budget and promoted all design 
project applications  was already very appropriate. Considering the single projects, 
he stated as follows: 
 We supported institutionally Istanbul Design Biennial, Istanbul Design Week, organisations in 
graphic design field, matchmaking activities (business related), they were all important. …And the 
seminar programmes  which were organised by the Netherlands Architecture Institute and held in 
different cities in Turkey were very effective. They brought the relevant actors together in urban 
planning and architecture scenes and they were very benefical. (R. Tuna, personal communication, 
May 22, 2013) 
Regarding the contributions, according to R. Tuna (personal communication, May 
22, 2013), the most important contribution of all the Dutch activities in Istanbul is 
that the idea appeared in Turkish design sector that this work needs creativity and 
innovation. This is one superiority of Dutch which have helped to encourage the 
Turkish designers to be more innovative and creative . In his own words: 
 Dutch never gets afraid. They do not care if it would be perceived as incoherent or crazy. They are 
very open to use the latest technology most bravely…I think not only Dutch but all design works 
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coming from abroad which go beyond the limits, open the eyes of Turkish designers and encourage 
them. 
Considering the contributions of all Dutch activities on the basis of individual 
stakeholders such as students, designers and firms, according to R. Tuna (personal 
communication, May 22, 2013), the students earned the biggest gain. Then the new 
graduate designers in fields of such as plastic arts, visual arts, design management, 
have earned some advantages since they benefitted from some financial funds. 
However, the gains could not reach to the company level. 
From the perspective of DutchDFA,  J. Strien (personal communication, May 27, 
2013) touches upon the contributions of the activities by mentioning as combining 
the Dutch and Turkish expertises. She states that it was a good experience for their 
partners to find good collaboration partners in their disciplines in Istanbul. Most of 
those projects were all about working together on an equal level. Both Dutch and 
Turkish partners had different expertise that they combined to find the best solutions 
for design issues. For instance, the expertise, knowledge and cultural background of  
Turkish architects were combined with the problemsolving approach and ability of 
Dutch architects to manage complex large scale projects. In design level, Turkish 
know-how on product manufacturing and crafts was combined with the Dutch design 
approach. In fashion, the Turkish masters in textiles, apparel and high fashion were 
combined with Dutch know-how on marketing and how to create a total fashion 
brand including disciplines such as photography, retail interior conceptsand music. 
She summarises the benefit of collaboration as follows: 
To get the outcome: 1+1=3. Through collaborations you get to learn more from each others culture, 
get new perspectives on architecture, design and fashion disciplines and come to great new solutions 
that serve all parties involved (J. Strien, personal communication, May 27, 2013). 
M. Torun (personal communication, August 31, 2013) points out the contributions of 
the Dutch-Turkish collaborations in the firm level. He thinks that the mutual benefit 
would be ―to understand each other better‖. DutchDFA Programme  reduce the risk 
of such a progress which will be made in this direction. If the firms do work together 
and understand each other, they would keep on this collaboration. The established 
relations of design firms  will step by step reflect on the production sector, so the 
trade relations between two countries will enrich. As a foresight in a broader context, 
a Europe-Middle East cooperation can be an alternative to the hegemony of China in 
manufacturing sector, and the collaboration between Turkey and the Netherlands can 
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be considered as a prototype of this model (M. Torun, personal communication, 
August 31, 2013). 
Regarding the contribution of SICA, which is a cultural exchange platform between 
Turkey and the Netherlands  established for the enhancement, qualification and 
support of cultural exchange between two countries, the Project Manager L. 
Runderkamp  mentions the most important benefit that SICA provides to the cultural 
and creative industries in Istanbul as follows: 
 International cooperation always benefits power and intrinsic value of artists and cultural institution. 
An exchange of ideas, increased dialogue and getting to know each other is beneficial for all sides. 
Also, economic profit might be gained on both sides as we learn about each other‘s markets. (L.  
Runderkamp, personal communication, May 22, 2013) 
The interest  on this cultural exchange platform from both Dutch and Turkish parties 
is at a high level, which is about 1.500 unique visitors a month to the web site of 
SICA (L.  Runderkamp, personal communication, May 22, 2013). 
SICA also has other cultural exhange programmes with Russia, China, and Middle 
East. L.  Runderkamp states the difference of Turkey among all other countries as 
follows: 
The difference with Turkey is the existence of a large number of Dutch Turks, who form a natural 
bridge. You also notice that Turkey is used to being a trading partner with Europe more than Russia, 
China and the Middle East, so that there is a higher degree of understanding when cooperation 
projects are being put in place. 
Regarding to SALON Istanbul Project which was held  under the Dutch activities, as 
one of the Dutch designers who was involved in this project, B.Akkersdijk (personal 
communication, May 24, 2013)  explains the contributions of this activity as follows: 
 I think it was a nice introduction but too superficial for now. I think the collaborations between these 
two worlds need way more time to be pure and really good! But it was a nice start to open up eyes of 
us and the people involved. So it was good start (B.Akkersdijk, personal communication, May 24, 
2013). 
In order to exemplify the case of Dutch-Turkish collaboration in the firm level, two 
Turkish companies, ‗Bravoistanbul‘ and ‗Samet‘,  will be dealt. 
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Bravoistanbul 
As the information provided from Ö. Pekel, the partner of the Turkish design  firm 
Bravoistanbul,  (personal communication, May 27, 2013), the company which offers 
service in many different fields such as advertising, corporate design, graphic design 
and product design, have set up a collaboration with Lava which is a leading Dutch 
design company, and worked together during 2012 in the frame of the organisations 
continued through the year under the umbrealla of 400th year of diplomatic year 
between Turkey and the Netherlands.  
The start of the relationship between two firms beginned with getting contact of Lava 
with Bravoistanbul at the recommendation of a Turkish student who was doing his 
internship at Lava. Bravoistanbul helped to the Dutch company in many fields such 
as arranging the contacts with the Netherlands Consulate General Cultural Attache, 
hosting the Dutch company in their firm during their Istanbul visit, and helped in 
many other topics. Primarily, Bravoistanbul assisted the Dutch firm in the process of 
their effort to get to know Turkey closer for the assignment of the corporate design of 
400th year diplomatic relationships. Two firms worked together in the design process 
of the web site, which was the Turkish version of 400th year diplomatic relations. 
Moreover, Bravoistanbul helped to the Dutch design company in the production 
process of the promotional products which were designed for presenting in the 
meetings where the Dutch and Turkish businessmen came together.   
Ö. Pekel, the partner of Bravoistanbul (personal communication, May 27, 2013), 
explains the contribution of working with a Dutch company as follows: 
Working  in accord with a company, who is sharing the same profession, which is from a country 
where its history, cultural heritage, living standarts, the social structure and habits are  completely 
different than us, was a helping experience in every sense. 
Samet 
A Turkish furniture design and manufacturing firm, Samet,  collaborated with a 
Dutch design company for getting support in innovation management with the 
purpose of  learning a methodology for designing innovative products different than 
the classical approaches. The Dutch company shared a methodology and their 
innovative road maps with the Turkish company, where the Turkish company have 
started to apply  that innovation method in their own firm.  Since the application of 
the method have not accomplished yet, the firm can not share and articulate  the 
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results and contributions of the methodology that is learned from the Dutch design 
company (O. Elçi, personal communication, May 21, 2013). 
 
7.5 Turkish Students Interviews  
This part presents the interviews carried out with the Turkish students who took part 
Salon Istanbul project and worked with Dutch designers in a workshop. Within the 
questions, their expectations and the most important gains from the projects were 
asked to the students.  
E. Işık (personal communication, May, 24, 2013), who is a fashion design student, 
describes the gain she has earned from the project as follows: 
 I can say that I gained an incredible experience and a vision as a participant who haven‘t known what 
to expect. I‘m still in touch with the designer I worked with, asking his advices and opinions about my 
works…Inspiration and design have  always been the  issues for me that I have never known where to 
start, where to go, and something which I always feel the lack of. I had an incredible experience to 
work with Desiree (the Dutch designer), I even discovered that there are many sources of insipration 
in my own country. I can see everything from now on from a designer perspective and I know what I 
do want (E. Işık, personal communication, May, 24, 2013). 
A. J. Beştepe personal communication, May, 21, 2013), who is another fashion 
design student, articulates his expectations as follows: 
 My expectation about this project was to gain experience through practice. I can say that I got it 
considering that time, one year earlier. However now I don‘t know if I am sure if the outcome of the 
project matched up with my expectations.  
The most important gain he has earned to work with a Dutch designer is: 
 The most important benefit of working with those Dutch designers was to be in the same 
environment with successful designers from different cultures, and have the opportunity to ask 
questions directly and work together. Most importantly, I understood that the most important thing is  
to create my own style (A. J. Beştepe, personal communication, May, 21, 2013). 
An architecture designer and a Phd  student in art history, M. K. Yurttaş (personal 
communication, May, 23, 2013) describes his expectations from the project as 
follows: 
 I observed that the Dutch designers had more ecstatic point of views than the other European 
designers. My expectation was to investigate my observation while working together with them. Since 
the project I attended was including this variety of designers, I could capture some intuitional 
presumptions related my observation (M. K. Yurttaş, personal communication, May, 23, 2013). 
The most important gain he has earned to work with a Dutch designer is ―to see the 
possibility of the existence of a proccess which is more flexible and open to 
coincidences in all proccesses of  production‖ (M. K. Yurttaş, personal 
communication, May, 23, 2013). 
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Another  architecture student, H. U. Kütküt (personal communication, May, 25, 
2013) explaines his expectations from the project as follows: 
 I attended to the project with the aim of learning the approach of Dutch designers and to produce 
something together with them. The workshop was different than I expected, however I found the 
chance to discover the traditional crafts and the way of their working together with the Dutch 
designers.  
In his own words, his gain is as follows: 
I can say that I gained a general design culture and learned different ways of using new materials. 
They have a variety of tendencies to work with the materials differently. And I saw that Dutch 
designers nourish their designs from many different areas (H. U. Kütküt, personal communication, 
May, 25, 2013). 
An interior design student, D. Uçar (personal communication, May, 28, 2013) 
describes her expectations as follows: 
 My expectation was to witness Dutch design approaches and observe their idea making processes. I 
had a few days which met my expectations. The intimate attitudes of Dutch designers involved us 
easily in the process and motivated us. Two designers I worked with, did not conclude the work with a 
final product but generated many different ideas at the end of the project. What I learned at the end is 
that sometimes the process is more important than the final product. And I‘m still in touch with the 
Dutch designer I worked with. 
About the contributions, she remarks as follows: 
 The possibility to observe closely the mental processes of Dutch designers  showed new ways for my 
own design process. The Turkish designers live in the ivory towers but I didn‘t see this in Dutch 
designers as we witnessed. We also saw that they were very familiar with us with their life styles, they 
only have more flexible minds (D. Uçar, personal communication, May, 28, 2013). 
In addition, D. Uçar arranged a summer internship in the Netherlands with the 
reference letter of the Dutch designer she worked with. She thinks that the Dutch 
designers are willing to support the new and passionate design students. 
7.6 Turkish Designers Interviews 
Four Turkish designers who attended to the specific exhibitions or conferences held 
under the DutchDFA Programme, were interviewed to capture their expectations and 
achievements from the programs,  their opinions about the Dutch focus on the 
Turkish market and the contributions of the activities. 
Burcu Büyükünal 
Burcu Büyükünal, who is a product and jewellery designer, was involved in the 
activities through displaying her work in an exhibition under the Istanbul Design 
Week. She had an expectation about her work to be exhibited in a decent way and 
her expactation was achieved even though she thinks that the interest to the Design 
Week has decreased compared to the former years (B. Büyükünal, personal 
communication, August, 1, 2013). 
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B. Büyükünal thinks that the reason why the Dutch creative actors focus on Turkish 
design sector and other creative industries is that they want to utilise the cheap 
production in Turkey. They try to set up collaborations with the Turkish creative 
people as well, but their real purpose is mainly related with using the production 
capacity of  Turkey and Istanbul region.  She also points out that the position of 
design in the Netherlands is already very advanced, so the Dutch are trying to find 
new job opportunities for their own designers in focus countries, and try to make the 
production of the their design projects in Turkey in a cheaper way (B. Büyükünal, 
personal communication, August, 1, 2013). 
Regarding the contributions, B.  Büyükünal argues that if Dutch designers work with 
Turkish producers, they can contribute to the establishment of design culture in 
Turkey, because the Turkish producers prefer to value and pay attention to the 
foreigner designers, but mostly despise the Turkish ones. She also adds that the 
exhibitions and activities that the Dutch creative actors conducted in Turkey  mostly 
have found attention from Turkish designers and students instead of the Turkish 
firms. It is hard to reach to producers by these channels (B. Büyükünal, personal 
communication, August, 1, 2013). 
Erdem Akan 
Erdem Akan, who is a product designer, was invited as a speaker to a panel 
discussion held within the Dutch activities. He attended to the panel to share his 
experience and listen to the experiences of his Dutch fellow workers.  
He does not think that the Netherlands focus on Turkish design sector and creative 
industries. He argues that the Netherlands focus on Turkey for its domestic market 
and production capacity, because from abroad Turkey is seen as a production center, 
having a young and large population, and despite of these advantages a sound and 
rooted design practise has not established yet in the country (E. Akan, personal 
communication, August, 6, 2013). 
Regarding the contributions, E. Akan thinks that the Turkish design sector can learn 
from Dutch to become organised, marketing, export of creativity, and considering 
design as a national value. (E. Akan, personal communication, August, 6, 2013) 
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Zeynep Bacınoğlu 
Zeynep Bacınoğlu, who is a fashion designer, participated in Dutch activities through 
displaying her works in an exhibition within the Salon Project held in Amsterdam. 
The first phase of Salon Project was aiming to display the works of Turkish 
designers in Amsterdam, and the second phase was intending to bring the Dutch and 
Turkish designers together. Zeynep Bacınoğlu states that ―we had a chance to meet 
with Dutch designers and the Turkish designers whom we were not aware before.‖ 
One work of Zeynep Bacınoğlu was assimiliated to another work of a Dutch design 
student. This similarity demonstrated that Turkish and Dutch works go in parallel, in 
contrary to the common perception that Turkey can not catch up the developments in 
contemporary design sector and lags behind Europe (Z. Bacınoğlu, personal 
communication, August, 5, 2013). 
As a personal contribution she states that they, as the fashion designers, had the 
chance to introduce their work to the international arena. These projects helped 
Turkish designers to open abroad and participate in new international collaborations 
(Z. Bacınoğlu, personal communication, August, 5, 2013). 
Her last point was that there is an opinion that Turkey lags behind the world in terms 
of catching up innovation, creativity and technologic developments. However, the 
works of Turkish designers who  live in Holland have led Dutch people to draw their 
attention to the cultural background of Turkey (Z. Bacınoğlu, personal 
communication, August, 5, 2013). 
Burçe Bekrek 
Burçe Bekrek attended to two projects under the Dutch activities with the invitation 
of Dutch parties. The first one was a fashion show held within the project of 
''Exchange for a Cosmopolitan Future'' which brought writers, artists, politicians, and 
the art related public actors  together from different cities as  Istanbul, Amsterdam 
and Antwerp, and several workshops, seminars, and many other activities were 
organised. The second project she was involved was another fashion show held under 
a program where the cultural enterpreuners and artists came together (B.Bekrek, 
personal communication, August, 21, 2013). 
The fashion show took place in the time corresponding to the first year that her brand 
was created, so it helped the promotion process of her new brand. In additon, B. 
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Bekrek used the Dutch Consulate building for the photo shoots of her campaign, 
which became quite succesful in the end. After that, other designers also used the 
Consulate building for their photo shoots which helped the promotional processes of 
the other designers as well  (B.Bekrek, personal communication, August, 21, 2013). 
B. Bekrek remarks the reason of Dutch focus on Turkey from the point of one project 
she was involved in, as follows: 
 Istanbul has became a rising trend and it is a dynamic city. Istanbul has a pattern which matches with 
the mentality of exhibiting art on the streets. It is not only the Netherlands, but all eyes are on Istanbul 
considering in world scale, because there is a developing structure and novelty in this city, also an 
eclectic design style stemming from the combination of the two continents which makes it special. 
Europe and the US already completed the development process of design in their countries, so in 
fashion sector the buyers have steered for the Turkish market (B.Bekrek, personal communication, 
August, 21, 2013). 
B. Bekrek states the contributions of the Dutch project she was involved in as ―I still 
benefit the contributions of important Dutch people who take the initiative of me as a 
new, young and a Turkish designer in my career.‖ (B.Bekrek, personal 
communication, August, 21, 2013) 
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8. CONCLUSION AND DISCUSSIONS 
As a summary, the study first approached the concept of ‗creative cities‘, ‗creative 
industries‘, and design sector in the literature review, then took the case of Istanbul  
in relation to the Dutch design activities conducted in the city. The empirical study 
aimed to analyse the Dutch design operations have been carried out in the creative 
sectors of Istanbul, which reached to peak in 2012. 
The background of dealing with this topic is firstly related with the growing 
importance of  creative industries and creative economy of Istanbul, secondly the 
noticeable Dutch activities have been carried out in the specific creative industries 
mainly in design, fashion, and architecture sectors, of which their strategies, 
methodologies, and the contributions to Istanbul design sector are noteworthy to 
examine.  
The analysis intended to explore the reasons why the Dutch creative actors focused 
on Turkish creative industries, their expectations from Turkey and their contributions 
to Turkish design sector. Meanwhile, the qualities of Istanbul as a creative city were 
examined and the activities were assessed from both Turkish and Dutch perspectives. 
In the literature review, the study first discussed the reasons why creative industries, 
particularly design sector, have  significant importance in both economic and social 
domains and their relations with economic dynamics, with the aim of supporting the 
background of the empirical research.  
As the research methodology, the data was provided through an extensive literature 
research and interviews. The interviews were conducted with many different people 
who participated in different operational levels in the Dutch design activities. 
Therefore, the information used for the analysis, is based on the considerations, 
opinions, and the assessments of different  participants. 
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The analysis of the research interviews are separated into four main titles: 
1. Why the Dutch creative actors focus on Turkey 
2. Dutch perspective to Istanbul as a creative city & the creative industries and 
design in Istanbul 
3. Dutch policies on creative industries – DutchDFA  
4. Dutch design operations in Istanbul  
5. The results and contributions 
8.1 Why the Dutch Creative Actors Focus on Turkey? 
The interview results revealed that the Dutch creative actors focus on the Turkish 
market and they find Turkey and Istanbul region attractive due to several reasons but 
the main motive is economic. These reasons can be grouped under four topics as 
economic, locational, cultural and the present opportunities that the city provides, as 
presented below: 
Economic: 
 
 A rapidly growing market, 
 The economic performance, 
 The market structure - free market, openess to international trade, and 
increasing purchasing power,  
 The long trade relationship between Turkey and the Netherlands, 
 The aim of opening up to Middle East, 
 High amount of Turkish people living in the Netherlands. 
Locational : 
 The importance of geographical location,  
 A gateaway to the Middle East and Asia, 
 The proximity to the Netherlands. 
Cultural: 
 More connected culture of Turkey to Europe than the Middle East, 
 Rich heritage and crafts, 
 Rich culture of the city, 
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 The existence of precious source of inspiration for creating an original design 
identity, 
 The works of Turkish designers living in Holland. 
 
Opportunities that the city provides: 
 A potential market, 
 Existence of strong and cheaper manufacturing industry, 
 Design challenges to be solved, 
 Problems arose with the rapid growth of the city, 
 Developing creative industries, 
 Young and huge population. 
From economic point of view, The Netherlands has a small home market completely 
depending on exports, however it is vanguard in creative industries which are 
included within the top sectors of the Dutch economy. The Netherlands alone is a 
small home market for design, fashion and architecture disciplines, so the Dutch 
government focused on abroad to export its design service and other creative 
businesses. Moreover, the Netherlands is in an economic recession which creates an 
impact on the assignments of design and creative industries in both size and creative 
freedom. Therefore, the Dutch have been in quest of entering to new markets as a 
remedy for the economic weakness of Europe. This is one of the main reasons that 
have pushed the Netherlands to head towards Turkey as a growing economy which is 
posited as a gateaway to the Middle East and has not been effected from the 
economic crisis severely. In addition, Turkey draws the Dutch attention as a rapidly 
growing market with its good economic performance such as its high growth rate, 
increasing GDP and purchasing power, and the growing capacity for attracting 
foreign investment. Its market structure reinforces the preceding attractive conditions 
as having a free market and openness to international trade. The 400 year trade 
relationships between two countries and the high amount of Turkish people living in 
the Netherlands constitute other economic reasons for Dutch focus on Turkey, which 
make the connection between two countries both in economic and cultural levels.  
From locational point of view, Turkey is attractive for Dutch due to its important 
geographical location, which is a gateaway to the Middle East and Asia. The 
strategic position of Turkey would give an advantage to the Netherlands to explore 
and enter to the other new markets over Turkey in the long run. Turkey is an easier 
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entry point for Dutch rather than entering directly to the Middle East market, since 
Turkey has always seen as the link between Europe and the Middle East. In addition, 
the proximity of Turkey to the Netherlands provides advantages for establishing 
economic and cultural relationships in design, fashion, and architecture sectors in 
Istanbul.  
Considering the issue from cultural point of view, firstly the Turkish culture is more 
connected to Europe than the Middle East. It is quite important that a culture must be 
internalised in the exported country while exporting a creative business, since culture 
beside creativity is the main element of creative industries. Therefore, for the 
Netherlands, Turkey is primarily more convenient for making business in creative 
sectors. Besides, the rich heritage and crafts plus the rich culture of Istanbul have 
attracted Dutch design actors. The cultural accumulation and living arts and crafts 
sector have inspired Dutch creative actors to focus on the region as great sources of 
inspiration for creativity which are quite different from what they see in Europe. 
Moreover, the Dutch see the unique geographical position of the city located between 
the East and West as a major potential for creating an original design identity which 
is quite new and different than the European countries‘ design identities. 
Furthermore, regarding the evolution of Dutch interest to Istanbul, some Turkish  
designers living in Holland have led Dutch to be aware of the rich background and 
creative potential of Turkey. Lastly, Istanbul is a quite convenient city for hosting 
design activities due to its attractive and vibrant cultural life and the city has a pattern 
which matches with the mentality of exhibiting art on the streets. 
As the last topic, the opportunities that the Dutch have found in Istanbul can be 
ranked as that the city has a potential market, a strong and cheaper manufacturing 
industry, design challenges to be solved, and the problems arose with the rapid 
growth which can be solved with a creative vision. As mentioned before, Turkey is 
considered as a potential market for the Netherlands to give its design services, to 
sell their products and use the production capacity of the country. The Dutch creative 
actors seek to utilise the production capacity of Turkey since the country is providing 
a cheaper manufacturing opportunity with a closer proximity to the Netherlands than 
the Far Eastern countries. Furthermore, the challenges and shortcomings of design 
sector of Turkey, they are regarded as the opportunities for the Dutch designers. For 
instance, the Dutch designers are willing to contribute to the issues such as the less 
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developed complementary disciplines in the fashion sector like fashion photography 
and trend forecasting, or help to create strong international Turkish brands. In 
addition, despite of the existence of a young and large population, the fact that a 
sound and rooted design practice has not been established yet in Turkey, provides a 
rationale for Dutch designers for sharing their design expertise and helping for 
development of design sector in Turkey. The Dutch creative actors also want to 
contribute to create solutions to the challenges which have occurred during the rapid 
growth of Istanbul particularly in architectural and urban planning scenes. They think 
that Istanbul needs a creative vision for urban regeneration and social issues such as 
transportation and population growth. The preceding problems of Istanbul create a 
market not only for Dutch, but also for all the international design actors from the 
other countries. Therefore, the Dutch want to take a share from the aforementioned 
opportunities, so they come up with their knowhow and experience in design sector 
for creating solutions to the existing problems of Istanbul.  
Due to the preceding factors, the Dutch creative actors have been interested in 
Turkey by thinking that they can contribute to development of Turkish creative 
industries with their longstanding expertise and knowledge. In this sense, the patterns 
constituted the Dutch expertise and knowledge, and the difference between Turkey 
and the Netherlands in terms of development of their creative industries are tried to 
be analysed via the data provided from the interviews. To start with, creative 
industries and design sectors of the Netherlands have completed their development  
processes quite earlier. Considering the development patterns, the industry in the 
Netherlands started much earlier than Turkey. The Netherlands has a long history of 
prosperity and internal calm, which helped to create an infrastructure for the 
industry. However, the recent history of Turkey has been much more turbulent and 
its prosperity came more recent which led Turkey to lag behind in some fields such 
as the consolidation of industry, technology, settlement of  industry-related culture 
and the development of design practice and other creative industries. The 
Netherlands achieved all the preceding developments much earlier than Turkey. In 
addition, it has a long standing history of high tech industries which  helps its 
creative sectors. It also has a traditional attitude for creating  practical solutions 
which constituted the basis for the Dutch design culture. Moreover, the government 
plays an important and active role on development of creative industries via certain 
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instruments such as  incentives and funding programmes. Therefore, the 
development of creative industries in the Netherlands were completed in a systematic 
way. The Dutch government has established certain types of mechanisms for 
development of those industries and everything was actualised within strategic 
planning which is lacking in Turkey. On the other hand, the development process of 
Turkish creative industries needs a structural planning. In this sense, the Dutch can 
contribute to this development process. 
 
8.2 Dutch Perspective to Istanbul as a Creative City& Its Creative Industries 
and Design Sector 
 
The analysis of the interviews revealed that Istanbul has strong indications to be a 
creative city and most of the persons who took part in Dutch design activities (within 
the interview group), have no doubt about the fact that Istanbul is holding a ‗creative 
city‘ status.  Even though the employment in creative sectors is relatively smaller due 
to the size of Istanbul comparing to the other world creative cities, it has many other 
indications representing its strong creative potential.   
To start with, Istanbul  has  tight social and cultural  infrastructure. It is one of the 
attraction centers of the world with its vibrant city life and cultural heritage. The city 
presents its cultural richness with its existing bars, restaurants, historical and touristic 
places, world  status museums and galleries, but these are just the superficial 
manifestations of the creative environment of Istanbul. In a deeper glance, Istanbul is 
the melting pot of many different cultures. The huge and multicultural  population 
and the density of people make the city richer in terms of human interactions and  
more inspiring for creativity. The young and huge population brings a unique 
advantage in terms of  re-investing creativity and keep itself as a creative city. In 
addition, Istanbul has high quality creative sectors and these sectors improve quality 
of  life even though for a small percentage of the population. Considering all the 
aforementioned qualities, Istanbul is considered as such a strong identity and  
becomes attractive to inward investment resulting in development of a creative 
economy. This creative economy helps to improve the quality of life in the city and 
makes it a place as which people want to be in, and a place to be seen.  
Speaking of the specific creative industries such as design sector, Istanbul has not 
became a place yet to attract the creative people and investment in this sector. If the 
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architectural and urban planning scenes in Istanbul are considered, there is a market 
created that attracts high amount of investment and creative actors from all over the 
world. In this sense, Istanbul has already became a creative city providing a lot of 
opportunities for both national and international architectural design projects.  
However, design sector is not developed yet resulting in evolution of a big market, so 
the conditions are not fully accomplished in Istanbul to attract the sufficient amount 
of investment and creative people for the design sector. 
Considering the specific characteristics of creative cities, Istanbul was analysed in 
relation to three qualities as follows: 
• Incorporating the factors as technology, talent, and tolerance, 
• The existence of the hard and soft structures, 
• Having the potential to deal with future uncertainties. 
a) Technology, talent, and tolerance 
As given place in the literature review,  Richard Florida (2002) argues that a creative 
city should incorporate three factors together: technology, tolerant (openness to 
diversity) and talent. A part of the empirical study aimed to analyse the situation of 
the preceding factors in Istanbul. The interview results revealed that  Istanbul 
possesses all these factors even though one of them – tolerance – needs more 
attention.  
To talk about each factor respectively, the technology factor does exist in Istanbul. 
There is still manufacturing industry in Turkey and manufacturing – related 
technology is at a high level since there is a lot of experience and knowledge for the 
industry. In respect to this, engineering, which is directly related with the use of 
technology, has been strong for a long time. Besides, since Istanbul resides in the 
most developed region of the country, the city and the surrounding have strong 
technological capacity in various sectors which provide a unique advantage to the 
city for sourcing activities. Moreover, high tech is developing in Turkey and there is 
an increasing development in public transportation system of Istanbul.  The 
expansion  of using new means of transportation, demonstrates the reflection of 
technological developments to the daily lives of human beings in the city.  
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The talent factor is the main element of  creative cities which are created on the basis 
of their creative people and based on a certain set of qualities to attract or keep this 
talent. The interview results revealed that this factor  is abundant in Istanbul. There is 
a young and very eager population in the city who is creative and capable to make 
incremental changes. As the city is growing rapidly, the number of eager people are 
also increasing bringing new talents and different approaches. Therefore, Istanbul is 
quite advantageous with its existing talents and creative people; and the cultural, 
social, and economic opportunities that it provides which help to attract more 
creative talents inwards. The only problem regarding this issue is brain drain that 
there is a considerable amount of Turkish talents who work and live abroad, in 
developed countries. Therefore, Turkey and in urban scale Istanbul, have to provide 
the essential conditions to attract not only the talents from other cities, regions, and 
countries but also keep and attract its own talents who lives abroad. 
As the last factor, tolerance, even though Istanbul is the melting pot of so many 
different cultures living together, which demonstrates the tolerant environment of the 
city, certain problems occur regarding to tolerance. For instance in governmental 
level, some regulations and restrictions such as the regulations about the  prohibition 
of alcohol and the restriction of freedom of the press,  have led the evolution of 
intolerant environments. Besides, there are certain problems such as the lack of 
openness towards other religions, sexual orientations, counterviews and life styles, 
and they all undermine freedom, which is the most essential  necessity of a territory.   
Freedom is the main essential needs to be provided for creative people to live, work 
and produce in a certain territory, and creativity can not be nourished in a city where 
the essentials are not present. 
b) Hard structures – soft structures 
Another characteristic of creative cities is the existence of hard and soft structures.  
‗Hard structures‘ are defined for the nexus of buildings and institutions such as the 
research institutes, educational establishments, cultural facilities as well as transport, 
health and amenities. ‗Soft structures‘ refers to a system comprising social network, 
human interactions and connections that encourages the spread of idea between the 
individuals and institutions ( Landry, 2000). 
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According to the interview results, in Istanbul, both hard and soft structures do exist. 
Speaking of the hard structures,  the city has a sound historical and cultural 
infrastructure. There are many strong cultural and educational institutions serving to 
critical mass of people. There are many availabilities and opportunities for the 
creative works or events, provided by many institutions ranging from the Istanbul 
Foundation of Culture and Arts to the smallest artist initiatives. In this sense, the city 
is open and available for developments in creative sectors in a greater extent. In 
educational level, Istanbul has a sound educational infrastructure and the academic 
sector. The wealth of universities and eager young population can be considered as 
the driving forces for a creative and innovative future. All the preceding 
opportunities indicate that Istanbul has sound hard structures.  On the other hand, 
there are certain problems related with the cultural infrastructure such as the lack of 
nonprofit cultural organisations in relation to the size, population, and creative 
potential of the city. As another issue, transportation problem in Istanbul due to the 
overpopulation, leads citizens to become less mobile and create difficulties in terms 
of mobility. However, transportation is one of the most important hard structures of 
creative cities, since it enables mobility. If a creative city is defined as a place which 
attracts talents and creative people, and provide them the conditions to interact, 
communicate, create, and produce; mobility primarily needs to be ensured as an 
essential. 
Considering the soft structures, Turkey has specific qualities in favor of social 
networks and human interactions resulting in the spread of idea between individuals 
and institutions. Turkey is a ‗networked‘ society, which enables the flow of ideas and 
human interaction between people quite easily. Turkish culture is described as 
―helpful, friendly, hospitable, social and sharing‖, so it is based on human relations 
and communication. Therefore, the spread of ideas between people occurs in a quite 
natural way. This is a great advantage for Turkey and Istanbul as a creative city, in 
terms of triggering creativity through the human interaction and  flow of ideas.  On 
the other hand, there are some problems in soft structures such as certain restrictions 
and regulations effecting the interaction between people on the streets. For instance, 
some social environments such as bars, restaurants, or cafes which play host for 
creative people and  human interaction, are being removed from the streets by some 
government regulations. For  artists and designers, there is the similar problem, 
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which bring limits to their interaction with public on the streets such as the 
regulations restricting the content of the art work which are exhibited in public. 
These kind of restrictions constitute obstacles for attracting the creative class inwards 
to the city, and demonstrate the lack of tolerance. 
c) Having the potential to deal with future uncertainties 
As another characteristic  of creative cities, according to Landry (2000), ―creative 
city is where the potential exists to deal with future uncertainties and changes in 
cultural, technological, and scientific fields‖. In Istanbul, on the basis of individuals 
there is the preceding potential. There are many hard working, talented individuals, 
and high quality universities in the city, which are open to deal with future 
uncertainties. Particularly the young and new generation is eager to build a new 
world and they are open for change. Furthermore, Turkish people are good in dealing 
with uncertainties and chaos due to its turbulent recent history. Therefore, they are 
experienced in facing certain types of problems and bringing practical solutions for 
those challenges. However, Turkish people come short of planning for the future, 
they usually focus on today‘s problems by keeping themselves flexible for the future 
changes. The government is less flexible about dealing with the future uncertainties. 
Together with the government, most of the Turkish firms are  insufficient at having 
long term visions.   
Creative industries and design in Istanbul  
Creative industries in Istanbul have been developing rapidly in recent years.  
Gastronomy, film and media, visual arts, and textile seem as the prominent creative 
industries in the city. Particularly gastronomy, film and media are used quite 
effectively as  branding tools. If Istanbul was designated as a creative city in 
‗UNESCO Creative Cities Network‘,  gastronomy would be the distinctive sector 
according to Dutch view, since Istanbul has a quite rich food and beverage culture. 
As another strength, the fashion design sector is developing  in Turkey and it is 
argued that the country catches up the developments in contemporary design world, 
and most of the improvements in this sector go parallel with the Netherlands. On the 
other hand, the spectrum of  music, theatre, performing arts and design  sectors are 
relatively narrow for the city to the extent of its size, so these industries need more 
attention.  
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The Dutch creative actors think that the creative sectors in Istanbul are more elitist, 
which is different than most of the European creative cities. The contributions of the 
creative industries do not affect the lives of a high amount of people living in the 
city, the benefits that they provide remains in a limited area.  
Considering the specific creative industries that the DutchDFA Programme focused 
on Istanbul, which are design, fashion and architecture disciplines, these sectors have 
certain challenges and weaknesses. Speaking of the fashion industry, Istanbul has a 
strong background in crafts, exporting textile and apparel, and the fashion business in 
the city is booming recently. On the other hand, the complementary disciplines for a 
strong fashion industry like fashion photography and trend forecasting are less 
developed.  Considering the architecture sector, the rapid urbanization of  Istanbul 
has created a complex of challenges in the field of urban planning and architecture. 
Therefore, an international expertise is needed for overcoming the preceding 
challenges in certain creative industries and specific problems of Istanbul. 
Regarding the design sector, design culture in Istanbul is improving with its 
increasing amount of design related institutions, universities and design related 
events being organized in the city. However, the design practice is not matured yet 
even though the country has a large and flourishing manufacturing industry and 
developing design culture, since the relation between design and the industry does 
not fully exist yet. Design still has not been seen as a crucial part of the production 
process in manufacturing industry, or a significant tool in the organizational 
processes of companies.   
The interview results revealed that design sector in Turkey is less assertive than most 
of the other creative industries in terms of creating an apparent difference specific to 
Turkish culture. In this context, imitation can be regarded as one of the most 
important weakness in  the sector.  It is argued that, if the Turkish culture can be 
combined with the western values in harmony, more successful original works can 
arise in the international design arena, and Europe is already open to see different 
cultures embedded in design works. 
Considering the strengths and advantages of design sector of Istanbul, the city 
provides an incredible source of inspiration for designers with its cultural 
accumulation and geographical location which creates an interaction between 
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Western and Eastern cultures. Moreover, the production capacity and the small 
manufacturers located in the city provides a unique potential, since in the new 
economy, rather than the mass production, personalised and tailor made products 
have became more important. In this context, working with small manufacturers 
provides many advantages to designers such as allowing them to  start up, create, try 
and discover new methods of the production processes and show their abilities by 
generating specialized products. In addition, it provides a fast sample production 
process,  allows to unite old and new technologies and provides conditions for 
designers to make a link between the local consumers and local producers to solve 
the specific needs of the people living in the city, which in turn will lead to local 
economic and social development. Hence, there is a significant potential  to be 
exploited by Turkish designers in Istanbul, which would help to create the original 
Turkish design identity and create solutions for the local problems. With regard to 
this potential, it is argued that the Turkish design actors to a greater extent have 
realised the potential of small manufacturers located in Istanbul, after the 
international projects carried out in the city. 
Lastly, regarding design education, the increasing international collaborations in 
educational level can be considered as an improvement in design sector. The 
international exchange programmes and other international projects such as the 
conferences, panels and workshops carried out with the participation of design 
students, provide interaction between the international design actors and the Turkish 
students. All the preceding  international collaborations encourage students to see the 
importance of creating the original Turkish design identity in order to differentiate in 
the global market, and discourage them from copying.  
8.3 Dutch Policies –DutchDFA 
The Dutch government policies on creative industries are generated in combination 
of bringing economy, culture and politics together. The cultural collaboration with 
foreign countries has always remained on the agenda of the Dutch government. 
Cultural collaboration is considered as a mean for development of trade between 
countries, hence it has a very important economic value for the Netherlands. In this 
sense,  introducing Dutch design abroad is also one of the primary action line of the 
217 
Dutch cultural policies, because design is also regarded as a strong commercial 
instrument contributing to Dutch economy. 
Regarding the DutchDFA Programme, one of the action lines of Dutch policies on 
creative industries, ―expanding international orientation and improve access to 
foreign markets‖ has been the main motivation for Dutch design activities held in 
foreign countries. The Netherlands has the most potential to succeed abroad in 
design, fashion, and architecture sectors. Hence, the Dutch government introduced 
the DutchDFA Programme, which was a 4 year strategic programme focusing on 
four countries as China, India, Germany, and Turkey (Istanbul region) with the aim 
of strengthening the international position of Dutch design, fashion, and architecture 
sectors. The advantages of Turkey for being involved in the DutchDFA programme 
comparing to the other focus countries can be ranked as that Turkey has been an 
older design partner of the Netherlands, Turkish culture is closer to the Dutch culture 
than India and China, and there is a high amount of Turkish people living in the 
Netherlands which creates intenser cultural connections between two countries. 
Turkey was included in the last year of the programme, based upon the 400th 
diplomatic relations between Turkey and the Netherlands. The programme was 
consisting of a set of commercial, academic and cultural exchange programmes such 
as the exhibitions, workshops, conferences; the reciprocal visits of experts, artist or 
designers; and the business visits in ministry levels with the participation of design 
related persons. Considering the policies in the firm level, the DutchDFA Programs 
helped the Dutch design firms to enter to a foreign market and reduce their risks by 
allocating subsidies. The government has aimed to stimulate design companies to set 
up      long term relations in focus countries, so helped them via instruments such as 
covering the costs they have made in their visits for building relations. 
8.4 Dutch Design Operations in Istanbul 
Under the DutchDFA Programme, the top creative sectors of the Netherlands were 
introduced to the Turkish market through several activities during one year. Within 
these activities, several Dutch and Turkish design actors came together mainly with 
the purpose of setting up long-term relations and collaborations, finding appropriate 
partners, and sharing experiences.  
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The outcomes of the projects were aimed and expected to be win-win. While the 
Netherlands would find new partners in the growing Turkish market in design, 
fashion and architecture sectors, Turkey would benefit from Dutch experience and 
knowledge about these sectors.  
The interview findings demonstrate that, both Turkish and Dutch parties gained 
several benefits from the activities. Some Dutch firms have built business relations in 
Istanbul and many cross-sectoral collaborations were created during the projects. The 
participation of the government authorities to certain activities became a good 
indication for demonstrating the government attempt and growing interest in creative 
industries of Istanbul, particularly in architectural and urban planning scenes.  
In certain projects, specific problems of design, fashion and architecture sectors of 
Istanbul were handled and discussed from different approaches. In order to combine 
the different expertise and knowledge, the Dutch and Turkish collaboration partners 
were found and they worked together on equal levels to share their experiences. 
Through the workshops, different expertises of Dutch and Turkish parties became 
supplementary to each other. For instance, the expertise, knowledge and cultural 
background of Turkish architects were combined with the problem solving approach 
and ability of Dutch architects to manage complex large scale projects. In design, 
Turkish knowhow on manufacturing and crafts was combined with the Dutch design 
approach. In fashion, the Turkish masters in textiles, apparel and high fashion could 
be combined with Dutch knowhow on marketing and the process how to create a 
total fashion brand including disciplines such as photography and retail interior 
concept stand music.  
When the process of the Dutch activities and their strategies are analysed based on 
the interview results, it is revealed that the Netherlands has been focusing on 
establishing connections and setting up collaborations in academics and civil society 
levels rather than making top level connections with the parties such as the 
government authorities or institutions. The activities organised in Istanbul such as the 
exhibitions, panels and conferences, have more attracted the attention of designers 
and students rather than the firms and industry-related people. However, there are 
other foreign countries operating in the Turkish market who acts with lobbyist 
strategies. Those countries, who have followed such top-level strategies such as the 
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UK, have got bigger share from the assignments of design and other creative 
industries in Istanbul than the Netherlands.  
Although the strategies of the Netherlands can be considered as non effective in 
terms of setting up business relations in Turkey in the short run, these strategies can 
create long-term advantages, since they aimed to establish relations and 
collaborations without the motive of only making quick financial profit. While the 
Dutch creative actors have introduced their culture, design expertise and knowledge 
to the Turkish market, they have also set up collaborations with Turkish parties to 
share their experience, and made the Turkish design community aware of Dutch 
design expertise. Therefore, the Netherlands might reap the benefit of today‘s 
activities in the long run. However,  they need to focus on drawing attention of 
industry as well, since industry has strong power on the development process of 
creative industries. 
The success and effectiveness of each activity and the efficiency of collaborations 
have differed in accordance to the specific project.  Some of them successfully 
created environments for setting up mutual collaborations and could bring all related 
actors and created efficient outcomes. For instance, an architectural seminar and 
workshop organised by BNA (Royal Institute of Dutch Architects), became quite 
successful with the involvement of many different stakeholders ranging from the 
architects and students to a Turkish political party, and many significant solutions to 
specific issues of Istanbul were created within the scope of the workshop. On the 
other hand some projects could not generate the effective outcomes. As an example, 
the Dutch Design Desk Istanbul could not survive after the end of the programme 
support, even though it was established with a very beneficial purpose.  
Dutch Design Desk Istanbul (DDDI)  
Dutch Design Desk Istanbul was set up as a first port of call for both Dutch creative 
companies to do business in Turkey and Turkish companies to work with Dutch 
designers. During this period of time, the desk provided local support and services to 
both designers and the firms such as finding the right contacts, market research, 
advisory services, organising events and  work excursions to the key players in the 
local fashion, design, and architecture sectors of Istanbul.  
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The purpose of the establishment of the desk, which was offering all kinds of specific 
design related service was quite worthwhile. The desk was aiming to provide service 
where the Dutch Consulate and the other Dutch institutions could not suffice, which 
was a beneficial opportunity for the Dutch designers who wish to get in depth 
knowledge about design related business in the Turkish market, and for the Turkish 
firms who wish to work with Dutch designers. The desk was set up with the support 
of DutchDFA, aiming to become a mostly self-sustaining organisation from 2013 
onwards.  However, the desk could not generate sufficient income to survive after the 
end of DutchDFA financial support. The reasons why the desk could not generate the 
sufficient income can be grouped in three topics as follows: 
 The lack of demand to the services that the desk was providing, 
 The operational and managerial shortcomings, 
 The insufficient time. 
To start with, the niche market that DDDI was serving in Istanbul was quite limited, 
so there was a lack of demand for the services that the desk was providing. 
Regarding the reasons, firstly the market in Istanbul focusing on the Turkish-Dutch 
collaboration in the fields of fashion, design, and architecture, is not sufficiently 
large. Secondly, the advisory services that the desk was offering were not free, while 
the institutions such as the Dutch Consulate Istanbul, Embassy and Ministry of 
Economic Affairs, and the Dutch Chamber of Commerce, were providing services 
about entrepreneurship and trade collaborations with Turkey free of charge. Thus, the 
Dutch designers were not willing to pay money for the services that the desk was 
providing, instead they were preferring to contact with the other institutions free of 
charge or directly getting contact with the related persons in Turkey by themselves. 
In other words, it became easier for Dutch designers to have an overview over the 
key institutions and branche organizations in the creative sector of Istanbul, without 
consulting to DDDI.  
Regarding the operational and managerial shortcomings of the desk, there was 
certain deficiencies aboutthe implementation process and the strategies. The failure 
of DDDI was stemming from the wrong management, inaccurate strategies, and 
noneffective approach of the desk, which was ignoring the principle of generating 
mutual benefit in the relationships that it set up both with  the potential customers 
and the Turkish design community. Therefore, the desk has left a bad reputation and 
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impression in Turkish design sector. Moreover, DDDI was not having a network yet 
in the local fashion, design, and architecture sectors, such as creating connections 
with the governmental organizations or close connections in Turkish industry to 
remarkably help and introduce Dutch designers and architects to the sector, and to 
help out as an intermediary to make design deals. 
Lastly, the insufficient time given to the desk to gain its financial independence was 
another important reason for its end. 8 months was a quite short period of time for 
achieving all  goals and generating effective outcomes for a new project which was 
introduced to a niche market. Moreover,  DDDI was aiming to provide more specific 
information in design, fashion, and architecture sectors in Istanbul, than the other 
institutions which were also providing related services, but due to the lack of time, 
gaining all information or finding the right partners who could connect to all 
information, became quite difficult. Hence, the allocated time given to the desk for 
gaining its financial independence, should have been regarded as more an 
introduction without expecting any financial gain. 
As a result, at the end of 2012, DDDI closed down, because the desk could not prove 
that it was an asset for both Turkish and Dutch partners for setting up reliable 
collaborations, so the Dutch government ended its support. The end of the support of 
the Dutch government to DDDI despite the whole financial source and time has been 
spent for its establishment, might represent the fact that the Dutch government does 
not see a potential for design assignments in the Turkish market, or not expecting 
significant improvements in this sector in the short run. 
b) Yard 9 
As a nature of creative industries, the companies operating in creative sectors are 
mostly small scale and it is quite difficult for small scale firms to access to foreign 
markets due to the risks they would encounter. Therefore, in order to avoid the risks 
of the small scale firms and to make it easier for them to get design assignments in a 
foreign market, the Dutch government has supported small scale design companies 
by subsidizing them to act as a cluster in the Turkish market. Yard 9 was established 
in this way, which was focusing on setting up long-term relations with the Turkish 
design sector  with a different strategy than the Dutch Design Desk Istanbul. 
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Yard 9 has given design services to some Turkish companies in the fields of brand 
creation, product design and innovation management, and has been making business 
contacts with several Turkish firms until today. The government supports Yard 9 by 
covering their travel costs while setting up relations with the Turkish firms. 
Yard 9 has worked with four Turkish companies until recently. They have also been 
sharing their design experience with Turkish design community through participating 
to specific projects such as certain workshops and conferences. 
Yard 9 wishes to make mutual collaborations with Turkish firms not only in the level 
of exchange of knowledge or experience, but also in the level of working together for 
design assignments and create some projects together. Yard 9 thinks that working 
together with Turkish designers is the only way to keep their existence in Turkish 
market in the long term. They also want to work with the companies who have not 
had design service before so they aim to broaden the field for also Turkish designers 
to enter to new markets. 
The Yard 9 initative can serve a model for a future policy for the Turkish 
government and small scale Turkish design firms who want to operate abroad. 
Combining the specific and unique expertises of individual Turkish design firms and 
acting as one large company in a foreign market can be a future straregy, or an 
inspiration for other strategies of Turkish design sector. The interview results 
revealed that, there are many advantages of working in a cluster such as learning 
from each other, combining different expertises, enhancing the brand image, giving 
confidence to the firms as a huge company which is experienced in many different 
fields. On the other hand, the different visions, expectations, and the methodologies 
of the single companies operating within a cluster, may cause to loss of time during 
the implementation of an assignment, which should be taken into consideration as 
disadvantages of working as a cluster. 
8.5 The Results and Contributions of the Dutch activities 
It is difficult to measure the total outcome of Dutch design activities, since they have 
dealt with so many social, cultural, and economic dimensions, and the outcomes are 
expected be more apparent in the long-run. However, the interview findings revealed 
that most of the projects within the Dutch design activities generated efficient results, 
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particularly for establishing long-term relations. It can be suggested that both Dutch 
and Turkish parties found good collaboration partners in their disciplines and cross-
sectoral networks were created during the activities. The results have met the 
expectations of  many parties involved in the programmes. For instance, the Dutch 
Consulate General Istanbul is 70 per cent content about the outcomes in terms of the 
return to their support. DutchDFA is content about the outcomes as well.  The most 
successful projects will be given a follow up by DutchDFA. However, expecting 
concrete results from the entire project is not possible, since most projects needs to 
be considered as introduction, for finding collaboration partners and getting to know 
each other in creative sectors.   
To give certain examples about the concrete outcomes, a Turkish and Dutch firm 
carried out a project together from the beginning to the end of the project, certain 
Turkish designers found opportunities to introduce themselves in Europe, a Dutch 
designer moved to Turkey to continue her work here, a Turkish student arranged an 
internships in the Netherlands, some Turkish companies got design and innovation 
related service from Dutch design firms, and some new graduate designers and artists 
benefitted from the financial funds.  
When different actors involved in the activities are evaluated individually, it can be 
concluded that the students have earned the biggest gain from the projects. However, 
the gains could not reach to the firm level yet. The sufficient amount of business 
relations could not be created in the expected amount. For instance, any concrete 
business connection between Turkish and Dutch firms could not be set up through 
the consultancy of the Dutch Design Desk Istanbul. The amount of the design 
assignment that Yard 9 achieved, was under the expected amount as well.  
The reasons that the Dutch activities could not create sufficient benefit in the firm 
level can be regarded as the lack of interest of Turkish industry to design issue and 
the lack of demand of Turkish firms for investing in design. Many firms are still not 
aware of strategic contribution of using design for their economic performance. 
Thus, it would be incorrect for Dutch to expect short term profit in business level, 
while the market is not fully created yet even for Turkish designers.  In addition, 
Turkey is a developing market but not reached to the position yet to satisfy the 
foreign countries in terms of purchasing or business development areas. Lastly, the 
strategy of the Netherlands that was followed in Turkey, which was focusing on the 
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activities such as exhibitions, workshops, or conferences where Turkish firms do not 
show their interest, might have led to focus on the wrong channels to reach to the 
Turkish companies.  
Regarding the benefits, the contributions of the Dutch activities to the creative sector 
of Istanbul can be articulated as follows: 
• They have helped to create awareness in society about creative industries, 
mainly in design, fashion and architecture sectors. 
• They contributed to the development of creative sectors of Istanbul. 
• Through cross-sectoral collaborations between Dutch and Turkish design 
actors, different expertise, methodologies and approaches were learned from each 
other. 
• Cultural networks between two countries were strengthened. 
Moreover, the Dutch design activities have shown that: 
• Many different actors should be involved and cross-sectoral collaborations 
are  needed to gain the best outcome for development of creative industries. 
• Creative industries and design are being used as problem solving tools for 
urban problems such as transportation, or rapid population growth. 
• Creative industries have trade potentials, they can be used as export tools. 
• Design and creative industries should be considered as a national value. 
• The government support for creative industries is essential. 
• Structural planning and a strategic future vision is a must for a sustainable  
development of design, and other creative sectors. 
The contributions of the activities to the Turkish designers are presented below: 
• The idea appeared in Turkish design sector that design practice needs 
creativity and innovation.  In this sense, Dutch encouraged Turkish designers to 
become more creative and innovative. 
• All Dutch activities helped to bring a different design approach and a thinking 
way out of the box. 
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• Working with the Dutch, encouraged Turkish designers to create their 
original style and identity. 
• Dutch designers increase the competition in Turkish design sector, pushing 
the boundaries of competition to higher levels. 
• The projects helped Turkish designers to open abroad and participate in new 
international collaborations.  
• The projects provided opportunities to exhibit and introduce the designers‘ 
works both in Turkey and the Netherlands, 
Lastly, the contributions of the activities to the Turkish design students can be 
presented as follows: 
• Internships are arranged in the Netherlands for Turkish students. 
• The projects contributed to Turkish talent development and provided 
financial funds. 
Turkish students learned from Dutch designers while working together with them in 
certain workshops: 
• To see the importance of planning, 
• To be able to consider the rich culture of Istanbul as source for inspiration,  
• To understand the need and importance of creating the original and individual 
style, 
• To see the importance of design process, equally with the final products, 
• To gain a more flexible design thinking, 
• To see the possibility of a flexible production process, 
• To discover the traditional crafts, 
• To learn new use of materials, 
• To gain a general design culture, 
• To feed creativity from many different areas, 
• To learn different methodologies. 
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The interview results also revealed that as the prospective contributions of Dutch 
collaborations in the long run, if the Dutch designers work with Turkish firms, they 
might contribute to the establishment of design culture in Turkey. The Dutch 
designers have the potential to raise the level of Turkish design sector by increasing 
competition and pushing Turkish designers and the design purchasers to develop 
their works and methodologies. Furthermore, the Dutch know-how and vision might 
help to discover the interesting Turkish projects which have not found any 
opportunity to grow or materialized, and turn them into real products or services. 
Hereby, the value of design might be realised through the Turkish market. Last but 
not least, if the Turkish - Dutch collaboration will grow up and continue in the firm 
level, where the companies will keep working together, the established design 
relation between Turkish and Dutch parties might reflect on production which will 
increase the trade relations between two countries in the long run. Herein, the 
prospective collaboration between the Dutch creative sectors and the Turkish 
industry might create new types of manufacturing cooperations in the world. In this 
case, the Turkish-Netherlands collaboration can be regarded as a prototype model of 
a Europe-Middle East cooperation which would be constituted as an alternative to 
the hegemony of China in manufacturing sector.  
8.6 Concluding Remarks 
The Turkish-Dutch collaborations in creative sectors, which  have been set up 
through the Dutch activities held in Istanbul, should be maintained and developed. 
The established long term relations need to be followed up and the Turkish creative 
sectors, particularly design sector, should benefit from the Dutch experience and 
knowhow in full capacity with the participation of all design related actors such as 
the industry, the public authorities, students, designers, academists, artists and civil 
society. The transferred Dutch expertise and knowledge should be absorbed and 
adopted to Turkish culture in order to use them efficiently in the local context. 
Istanbul has a great potential to be a world status ‗creative city‘, and its creative 
industries are improving significantly leading to a growing creative economy. This 
potential should not be ruined, so the lacking characteristics of Istanbul as a creative 
city need to be improved. The necessary conditions and the amenities that nourish 
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the creative people need to be provided and developed. Tolerance should be 
encouraged within the society, particularly in governmental level.  
The fact that Istanbul is an international value need to be taken into consideration 
while the city projects are being designed and implemented. In this sense, the 
international collaborations can be beneficial, which enable to make use of foreign 
expertise and knowledge to solve the specific problems that the city is facing with. 
The potential future problems and uncertainties need to be paid attention while 
solving the current existing problems. Meanwhile, a strategic planning and a long-
term vision should be obtained in all levels of the society such as the government, 
firms, educational institutions and individuals. 
Lastly, the creative industries of Istanbul need to be supported by coherent policies 
via necessary instruments with the involvement of both government and private 
sector. Their specific problems need to be identified, and local solutions need to be 
created in order to create a benefit to the local society. The design sector needs to 
have more attention to be enhanced and developed. In this context, innovation and 
creativity should be encouraged. The relation between the industry and design 
practice needs to be established and promoted. Generating a unique Turkish design 
identity should be encouraged.  
8.7 Recommendations for Further Research 
The outcomes of Dutch design activities are expected to turn into greater benefits in 
the long run, since most of them focused on establishing long-term collaborations. 
Hence, it might be worthy of exploration to research the evolving outcomes of Dutch 
operations and their contributions to design and other creative sectors of Istanbul, in 
the future.  Particularly the prospective relationship between the Turkish industry and 
the Dutch creative sectors can be investigated specifically.  
The successful collaboration projects between Turkish- Dutch design actors will be 
followed-up by the DutchDFA Programme. It will be noteworthy to examine those 
projects after a certain period of time. 
There are many other foreign countries such as the UK, Italy and Spain,  operating in 
Turkish design and other creative sectors. The operations of those countries, their 
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expectations and approaches to Turkish creative industries, and a comparison with 
the Netherlands  would also be worthy of exploration.  
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Manufacture 
of food 
products, 
beverages and 
tobacco (%)
Manufacture 
of textiles and 
textile 
products (%)
Manufacture 
of chemicals, 
chemical 
products and 
man-made 
fibres (%)
Manufacture 
of rubber and 
plastic 
products (%)
Manufacture 
of machinery 
and 
equipment 
n.e.c. (%)
Real estate 
activities (%)
Computer 
and related 
activities (%)
Cultural and 
creative sector 
(%)
Austria 1,7 0,5 1,1 0,7 2,2 2,2 1,1 1,8
Belgium 2,1 0,8 3,5 0,7 0,9 1,0 1,2 2,6
Cyprus 2,7 0,4 0,5 0,3 0,2 N/A 0,6 0,8
Czeck Republic 2,8 1,0 1,3 1,5 2,3 1,4 1,2 2,3
Denmark 2,6 0,3 1,7 0,7 1,9 5,1 1,5 3,1
Estonia 2,2 1,9 0,6 0,6 0,6 2,8 0,7 2,4
Finland 1,5 0,3 1,1 0,7 2,1 1,8 1,5 3,1
France 1,9 0,4 1,6 0,7 1,0 1,8 1,3 3,4
Germany 1,6 0,3 1,9 0,9 2,8 2,6 1,4 2,5
Greece N/A N/A N/A N/A N/A N/A N/A 1,0
Hungary 2,9 N/A 1,9 0,9 1,2 1,8 0,8 1,2
Ireland 5,3 0,2 11,5 0,3 0,5 1,2 1,7 1,7
Italy 1,5 1,3 1,2 0,7 2,1 1,0 1,2 2,3
Latvia 3,2 1,2 0,5 0,3 0,5 2,1 0,7 1,8
Lithuania 2,5 1,6 0,4 0,5 0,4 1,1 0,3 1,7
Luxembourg 1,0 0,9 0,4 2,0 0,6 N/A 1,2 0,6
Malta N/A N/A N/A N/A N/A N/A N/A 0,2
Netherlands 2,2 0,2 1,7 0,4 1,0 2,3 1,4 2,7
Poland 4,7 0,8 1,4 0,9 1,2 1,3 0,6 1,2
Portugal 1,9 1,9 0,8 0,5 0,7 0,6 0,5 1,4
Slovakia 1,5 0,7 0,6 0,9 1,5 0,5 0,6 2,0
Slovenia 2,0 1,3 3,4 1,4 2,2 0,4 0,8 2,2
Spain 2,2 0,7 1,3 0,7 1,0 3,0 1,0 2,3
Sweden N/A N/A N/A N/A N/A 3,0 2,2 2,4
United Kingdom 1,9 0,4 1,4 0,7 1,0 2,1 2,7 3,0
Bulgaria 2,2 2,0 1,1 0,4 1,3 0,4 0,3 1,2
Romania 1,9 2,1 0,8 0,5 1,0 0,5 0,5 1,4
Norway 1,7 0,1 0,8 0,2 0,8 2,7 1,3 3,2
Iceland N/A N/A N/A N/A N/A N/A N/A 0,7
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Rank Rank
Market 
share %
Growth 
rate %
2008 Exporter 2008 2002 2002 2008 2003 - 2008
1 China 84,807 32,348 1 20,8 16,9
2 United States 35 18,557 3 8,6 13,3
3 Germany 34,408 15,213 6 8,5 14,7
4 China, Hong Kong SAR 33,254 23,667 2 8,2 6,3
5 İtaly 27,792 16,517 4 6,8 9,7
6 United Kingdom 19,898 13,657 7 4,9 6,5
7 France 17,271 8,999 9 4,2 10,2
8 Netherlands 10,527 3,686 15 2,6 11,6
9 Switzerland 9,916 5,141 11 2,4 13,5
10 India 9,45 .. .. 2,3 15,7
11 Belgium 9,22 5,387 10 2,3 6,7
12 Canada 9,215 9,327 8 2,3 -0,9
13 Japan 6,988 3,976 13 1,7 14,7
14 Austria 6,313 3,603 16 1,6 8,5
15 Spain 6,287 4,507 12 1,5 4,9
16 Turkey 5,369 2,154 23 1,3 15
17 Poland 5,25 1,983 24 1,3 14,9
18 Mexico 5,167 3,797 14 1,3 9,1
19 Thailand 5,077 2,899 18 1,2 10,3
20 Singapore 5,047 2,619 21 1,2 6
Value (In millions of $)
Source: UNCTAD, based on official data in UN COMTRADE database
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Appendix H. 2 
  
 
 
 
 
Appendix H.3 
 
 
  
 
(Industry Averages) 2006 2007 2008 2009 2010 06-07 07-08 08-09 09-10
Sales ($M)/Estab. 0,17 0,19 0,19 0,19 0,21 11.2% -1.6% 1.7% 8.4%
Sales ($) per Emp. 17.976 20.612 20.283 20.001 20.960 14.7% -1.6% 1.4% 4.8%
Emps. Per Estab. 9.7 9.4 9.4 9.7 10.1 3.0% 0.0% 3.2% 3.4%
Liras (M)/ Estab. 0.27 0.30 0.29 0.30 0.32 11.2% -1.6% 1.7% 8.4%
Liras per Emp. 27.682 31.742 31.235 30.802 32.278 14.7% -1.6% -1.4% 4.8%
Year Percent Change Year-to-Year
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Abroad
6%
Other
43%
Istanbul
51%
Industrial  Designers
Other
27%
Istanbul
73%
Design 
Offices
Others
44%
Istanbul
56%
Manufacturing 
Firms
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Strengths 
Strengths 
-Flexibility, adaptability; multidisciplinary 
nature 
-Motivation, expertise; ability to think up 
new and unconventional solutions 
-Combination of design and technology 
-Good creative training courses 
-Major players are strong exporters 
-Good international reputation 
Weaknesses 
Weakness 
-Lack of strategic orientation;fragmentation; 
lack of coordination 
-Lack of expertise on exploitation of 
intellectual copyright 
-Limited entrepreneurial skills;creative 
courses pay insufficient attention to 
entrepreneurship 
-Limited production skills; little upscaling 
of 
ideas and integrated chain management 
-Limited potential for growth and 
internationalisation; low productivity 
Opportunities 
-Increased demand for creative industries‘ 
products and services and for applied 
creative research 
-Demand for solutions on sustainability 
and 
other social issues 
-Crossovers between sectors, 
multidisciplinary 
collaboration, new networks, collaboration 
between developers and producers 
-New business models 
-Increased internationalisation 
- New markets and distribution channels, 
especially the internet and developments in 
multimedia 
Threats 
Threats 
-Small internal market 
-Limited access to capital 
-Business potential of the creative industries 
not generally understood 
- Increased competition 
- Obsolescence of infrastructure due to pace 
of technological developments 
 
 
 
 
 
 
 
253 
CURRICULUM VITAE  
Name Surname: Feyza Baltacı 
Place and Date of Birth:  09.07.1985 
Address:  Asariye Cad. Yıldız Mah. İlhan Apt. No:5 D.1 Beşiktaş 
Çırağan ISTANBUL 
E-Mail:  feyzabaltaci@hotmail.com 
B.Sc.: Economics / Işık University 
M.Sc. : Industrial product design / ITU 
Professional Experience and Rewards:  
Karınca Design, June 2011- January 2013: Brand Communication Specialist and 
Visual Designer   
Bun Design, September 2009 – February 2010: Brand Communication Specialist 
 
 
 
 
 
